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FORREST J ACKERMAN'S 



There is only one Mr. Monster, FORREST J. ACKERMAN 
is the world's greatest living (?) authority on horror, science 
fiction and monster movies, and New Media's got him. 

For 25 years the editor of the first fantasy film mag, 
FAMOUS MONSTERS OF FILMLAND, the Ackermonster 
now offers a new feast of fear: FORREST J. ACKERMAN'S 
MONSTERLANDI FORREST J. ACKERMAN'S MON- 
STERLAND is the only frightful filmzine produced ex- 
clusively in the tell-tale heart of the nation's movie capital, 
Horrorwood, Karloffornia. 

Tremble each head-bursting, packed issue to the latest grue- 
news, exclusive interviews with celebrities both living and 
dead and the most gore-geous terrorpics you’ll ever see of past 
and future fang and flinch features. Plus coverage of books, 
video, makeup fx and, of course, the haunting horrors that 
nobody knows as well or loves as much as editor Ackermon- 
ster. 

Discover why Steven Spielberg revealed to Forry, "A 
generation of Fantasy Lovers thank you for raising us so 
well." Learn why Ray Bradbury declares him, "The most im- 
portant fan/collector/human being in the history of science 
fantasy fiction," and why Stephen King simply insists, "Forry 
was the best and he is the best!" 

Every other month, at one third off the normal newsstand 
price. FORREST J. ACKERMAN'S MONSTERLAND. 
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KING KONG SPECIAL 




In 1932 KING KONG was being filmed. The 
script had been written by Merian C. Cooper and 
it was then given to Delos W. Lovelace to adapt 
as a novel as part of the normal publicity pro- 
cedures for a film. Although Edgar Wallace is 
given co-credit for the screenplay, he actually 
never wrote any of it as he contracted pneumonia 
and died just days before he was to begin work on 
the script. But Wallace had a contract and Merian 
C. Cooper had agreed to give Wallace credit on the 
film, promised him in fact, and thus he did. 

The novel was published by Grosset & Dunlap in 
1932 and unlike most Grosset & Dunlap books is 
much sought after today and commands a fairly 
steep price... when you can find one. More often 
than not those copies which do turn up are minus 
the dustjacket, thus reducing their attractiveness 
to the collecter as well as taking a large chunk 
off of the value. 

The novel was also serialized in ARGOSY, the 
major market for adventure fiction of the time, 
probably just before the hardcover was released. 
Kong himself was not pictured on ARGOSY, rather 
there was a painting of Fay Wray and Bruce Cabot 
looking fearfully at something off stage. 

Oddly enough, the novel Itself bares some 
marked differences from the film. It could be 
that Lovelace was given was the first draft 
screenplay which contained things which were later 
changed at the time of filming. The first appar- 
ent difference is the name of Captain Englehorn's 
ship. In the film it Is the Venture, which in 
the novel It’s the Wanderer. The novel also con- 
tains those many scenes which we'd all heard had 
been conceived but never used. One was the scene 
on the log spanning the vast ravine where the men 
were menaced on one side by a Tricerotops and on 
the other side by Kong, thus trapping them on the 
log while Kong shook them loose, one by one, to 
fall' prey to, you guessed it, the spider-crabs far 
below. Although in the book they are just referred 
to as spiders. Something else which the book re- 
veals about what must have been the first draft 
screenplay is that Kong's escape in New York was 
originally planned to be much briefer than was 
finally decided upon as the book lacks Kong's en- 
counter with the train, his attack on a pedestrian 
as well as his mistaking another girl for Ann be- 
fore he finally finds her. But in most other re- 
spects the book 1s the same and is a very well 
written, gripping adventure. 

_ In 1965 the book was reprinted for the first 
time in 33 years. It appeared in paperback with 
a fine cover painting which fully captured the mood 
although now even that paperback Is hard to find. 









BY JAMES VAN HISE 


In the summer of 1968, just three years after the 
novelization first saw print in paperback, Western Pub- 
lishing Company (Gold Key) released a sixty-eight page 
color comic book adaptation for twenty-five cents. It 
had no ads in it as all the covers featured artwork. 
This comic is a sad reminder of the speed at which in- 
flation has taken its toll on the newsstand comic as 
it was only published eight years ago and yet today we 
get less than a third as much for a nickel more. 

The interior art is by Gold Key's regular staff 
artist Alberto Giolitti who most recently was the 
artist of their STAR TREK comic. Giolitti does his 
drawing from his home in Rome, Italy and sends it to 
Gold Key in the U.S. Although Giolitti supposedly does 




a lot of research there was little evident on this 
book. None of the dinosaurs which Kong battles or 
which appeared in the film look much like themselves in 
the comic. Kong himself looks like an ordinary ape, 
just larger. And even worse, none of the characters 
look anything like they did in the film. One has 
doubts as to whether Giolitti ever saw the film for 
these as well as many other reasons. The layout of 
the scenes are obviously from scratch as none are in- 
fluenced by the fine direction of the film. One must 
assume from all of these indicators that although the 
idea for the comic was conceived due to the everpresent 
popularity of this classic motion picture, all Gold 
Key had the rights to adapt was the novelization which 
Merian C. Cooper held the rights to according to the 
copyright information in the paperback. This is fur- 
ther proven by the copyright by Merian C. Cooper present 
on the cover of the comic. Thus although Gold Key may 
have wanted the movie, all they could get was the book 
minus the rights to reproduce the actor's likenesses. 

As far as an adaptation of the book goes it is ade- 
quate although being an average comic of the sixties 
it lacks the deeper characterizations the film gave us. 
Although the story is good, and the art adequate, it is 
still missing the Kong magic which an artist of greater 
talents than Giolitti (of which there are many) could 
have given it. If this were a review in "Critique" I'd 
rate it a "6". 









Forty-three years. That's how long it's been since 
KING KONG was first released and It has become a cinema 
classic which has ridden an undiminished wave of popu- 
larity. But why? What is there about this film that 
still makes it work after so many years while other 
acknowledged classics released in the same period, such 
as the original DRACULA and FRANKENSTEIN, while still 
containing elements which can be appreciated, tend to 
show their age and cannot quite captivate audiences the 
way KING KONG still can and does. 

The key ingredient of course, which is comprised of 
every element that enters into the film, is the atmos- 
phere. There are many factors which heighten and sus- 
tain this, not the least of which is the brilliant 
musical score by Max Steiner. Steiner scored many of 
the soundtracks of Hollywood's most memorable films of 
the thirties and forties, and yet KING KONG stands 
most in the memory of his fans. The reason for this 
that like all good film scores it was written not Just 
to underscore tKe' film, but to mesh with it and become 
inexorably a part of the cinematic entity. Kong reacts 
and the music rumbles. Kong strides and the music rolls 
along with him becoming the sound of his footsteps in 
the antideluvian mist. When the Venture's landing 
party confront's the native chief, each of the savage 
warrior's steps is a dramatic chord, ending only when he 
halts. Everything about the music permeates the film 
until we can't imagine KING KONG without it. This was 
the genius of Max Steiner. 

Gut this was the audio atmosphere. It needed to com- 
bine with the visual to breathe life into the film. The 
visual was provided by the greatest stop-motion master 
of all time, Willis O'Brien. O'Brien is well known by 
many for his fine animation of the models crafted by 
Marcel Delgado and what he accomplished in that film, 
especially in the battle of Kong versus the Tyranosaur, 
is without peer even today. That may seem like a strong 
statement in light of the work of Ray Karryhausen and 
Jim Danforth and this is not to diminish that gigantic 
talents in the least, but the next time you watch the 
Kong-Tyranosaur fight, ask yourself, have you ever seen 
any other single stop motion sequence in a film which 
is that ambitious and that spectacular? 

But what I was getting at which few people are aware 
of are the superb matte paintings done by O'Brien for 
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the film. Much of the background scenes on the island, 
including the initial view of the island in the film 
when the Venture anchors, are merely accomplished via 
paint on glass. Many of the background scenes on the 
island achieve that proper claustrophobic jungle feel 
because they are paintings, albeit clever ones. Much of 
the jungle effects were achived by using three paintings 
back to back for a foreground, middle ground and back- 
ground. They were painted on glass to allow light to be 
played on and through them for varying effects. Thus 
Kong's jungle was no more real than Kong himself. 

Even Kong's stop-motion produced character and unique 
characteristics, some of it were purely a product of the 
time. One of these was his bristling fur. Despite the 
high level of expertise of animation in the film, stop- 
motion work was still pretty much in its infancy. One 
thing which could not be gotten around at the time was 
the type of fur used on the Kong models (and there were 
several as they tended to wear out from use). The 
bristling fur evident on Kong In the film is a result of 
his being handled in between each exposure for position 
changes. A hand touching his fur would alter its posi- 
tion for each shot, thus the strange effect on screen. 

The realism of Kong is further heightened in the film 
via the use of the full scale head. This head was it- 
self as tall as a man and when viewed full screen with a 
stuntman operating it from the inside the effect is down- 
right chilling! This was not done too often in the film, 
only five times perhaps (twice during the violent 
censored scenes and best of all when Kong first makes his 
appearance). These scenes heightened the drama served up 
by stop-motion work and tended to be genuinely hair 


raising! Especially when viewed on the big screen this 
is true but I've still noticed my spine prickle even when 
seeing this on the shrunken tv screen. As broad as the 
scope of Kong is, it is not seriously diminished by the 
tv screen size. 

Some of KONG's long lasting effectiveness is main- 
tained by the small touches in the film; the little bits 
of business and dialogue which sometimes border so close 
on the inaudible that they are overlooked when it's 
broadcast on tv. One scene such as this takes place 
when Denham and his party have just started out on the 
trail of Kong across Skull island. Denham is heard to 
order, "Stay close behind me men!" to which one of the 
crew responds in barely audible tones, "You couldn't 
lose me now!". 

Another example of this is quite audible but is sel- 
dom noticed and yet when this scene is approaching and 
1 point out to people to watch and listen for this, it 
seldom fails to elicit a chuckle. Oddly enough, this 
is the scene when Kong is pitching the crew off the 
log bridge. All of them scream as they fall into the 
ravine, but when the last man falls, his long scream 
ends rather abruptly in what sounds like a startled 
"ouf" sound. It's totally different from the others 
and when listened to closely sounds like he was 
screaming and then suddenly stepped into something. 

What the film revolves around just as much as 
Kong are the other menbers of this unique cast of 
characters, specifically Fay Wray, Robert Armstrong 
and Bruce Cabot. Despite the countless films which 
Kong spawned, either directly or indirectly, these 
people still come across as fresh and original, un- 




like the typecasting rampant in the many imitators, 
including SON OF KONG. The boy meets girl story of 
Jack Driscoll and Ann Darrow is obvious and even at 
times a bit embarrassingly so, and yet this is all 
part of the film's deathless charm. This includes 
the often overly theatrical acting styles of the 
time much evidenced by Fay Wray and Robert Armstrong 
in the scenes in'which they are seemingly caught up 
in what they are saying. Who could ever forget 
Robert Armstrong's excited delivery of the line, 

"It's money and adventure and fame, the thrill of a 
lifetime on a long sea voyage that begins at 6:00 
tOTiorrow morning!" In a film done today such a 
scene would not be accepted by audiences, but with 
all the ambiences of Kong it is not only accepted, 
but it works. These three, the two actors and the 
actress, are more closely identified with KONG than 
with any other role they ever played. Even when 
Robert Armstrong played a feature role in MIGHTY 
JOE YOUNG in 1948, fifteen years after KONG, it was 
really the return of Carl Denham as the fast talking 
showman who's played in a more satirical vein this 
time. It happens very rarely that actors are 
matched so closely with roles one would sware they 
were born to play. 

Kong is an original. One could almost call it a 
labor of love on the part of many of the techn-itions as 
many of the scenes had more work done and small touches 
added than would have been basically necessary to just 
have a scene work. The amount of time and money invested 
in this film {around half a million dollars, a high price 
in 1932, especially considering what it would cost to 
duplicate today) is especially surprising in light of the 
fact that RKO was a failing studio at the time. If KONG 
had failed, so would have RKO. The smash success of 
KING KONG pulled RKO out of their financial bind and made 
them a successful studio. One could say that KING KONG 
was responsible for producing another classic as it was 


the successful RKO which several years later gave the 
young genius Orsen Welles carte blanche in making CITIZEN 

I’can't help but feel that even if a remake of KONG is 
done successfully, that it can't help but be compared to 
the original, with the original always coming out in 
front. As I stated before I feel that the Kong-Tyrano- 
saurus fight sequence is the single most Impressive and 
spectacular stop-motion battle ever filmed as it achieves 
drama and gut crunching realism even beyond Harryhausen's 
brilliant skeleton fight sequence in JASON AND THE ARGO- 
NAUTS. Audiences today are still captivated by it. 
Granted, those monsters may have moved rather swiftly and 
surely for their size, but they moved well nonetheless. 
Murray Spivack's sound effects added much to this se- 
quence by making the creatures sound gigantic. And can 
one ever forget the instant of genuine vertigo when Kong 
toppled the tree in which he'd placed Ann? It is all 
this and more which make KONG a classic. 

KING KONG remains as one of those very few films which 
boundlessly unleashes the sense of wonder. Once infected 
by it, KONG is a sensation which one can never shake or 

JAMES VAN HISE 

King Kong 

Film Recalled 


By Fay 

ATLANTA, Ga. (AP) - ’Hit- 
ty<elght years ago a Hollywood 
producer summoned winsome 
actress Fay Wray to his office 
to tell her he had a role for her 
end the leafing man would be 
the tallest, darkest man in town. 

She was instantly excited. The 
leading man, she thought, could 
be one of two men— Clark Gable 
or Gary Cooper. 

It turned out to be Kii^ Kong. 

"I should have known it would 
be eomethhig like that," said 
Miss Wray, smiling at fee mem- 
ory. "The producer, Merian C. 
Cwper, had a reputation as 
Bomething of a practical joker." 

MISS WBAY and Kong, as she 
affectionately calls the horror 
picture’s ape-star, are tether 
again at the Atlanta Internation- 
al Film Festival where the film 
was to be viewed and studied to- 
day. 

What was intended as Depres- 
8ion«ra escapism is now being 
viewed lor its sociological im- 
portance. Some movie buffs 
seem convinced fee now-claasic 
movie had somefeing important 
to say about man’s inhumanity 
to man— for else could 

have driven a nice ape like 
Kong, with a nice girl like Miss 
Wray, to the teq) of the Empire 
State Building to swat at air- 
planes. 

"I find It all very interest- 
ing," Miss Wray, veteran of 


Wray 

more than 100 movies, said in 
an interview. "A nice young 
man called me fee other day 
and said he had seen fee movie 
47 times and, if I could com- 
ment, was prepared to write a 
meanii^ul account of his ex- 
periences. Most pusiing." 

Miss Wray, 02, and fee mother 
of three children, knows of some 
Kii^ Kong buffs who have seen 
fee movie more than SO times. 
She has seen it lour times, fee 
last albout sevffi years ago when 
she had been promised the 
screening of a war movie. 

"SO MUCH distance and time 
separate me from the movie." 
she says, "that it is rather 
strange seeing it now. I don't 
really think it was a horror mov- 
ie. Certainly it had sexual over- 
tones, but Kong was really a 
beautiful person The . sexuality 
was one of tenderness, primitive 
concern." 

King Kong actually was an 
18-lnd) model of sn ape which, 
through special photographic ef- 
fects, was made to lo(4t gigan- 
tic. 

Not long ago, Miss Wray 
came across one of fee ape 
models used in the movie. She 
held it on her lap and, when she 
put it aside, said; 

"It's really quite nice to have 
fee upper hand wife Kcng after 
all feese years." 


Fay Wray: He Never 
Went Ape for Me 


King Kong, the monster ape who terrified mil- 
Hons of moviegoers, was nothing more than a little 
doll. He -wasn’t a real gorilla, and he certainly 
wasn’t Carmen Nigro, according to the people 
who made the picture. 

Nigro, a Tl-year-oid security guard for a Chi- 
cago insurance company, caused a stir among 
movie buffs when he told the Associated Press last 
month tliat lie played the title role in the 1933 film. 

“It waj me in my gorilla suit up on top of the 
Empire Stale Building, clutching Fay Wray in one 
hand,” said the man who would be King Kong. 

Not true, according to Miss Wray, who insists 
Nigro was not the ape who fell in love with her. 

“This man is an hallucinator and what he said 
is absolutely unfounded,” the actress said yester- 
day through her lawyer. 

Miss Wray said she knew of Nigro, who used 
the name Ken Roady when he played In a girl-and- 
gorilla act in the 1930s. 

"Why, anyone who's seen his monkey suit." said 
Miss Wr.ty, “would know it’s no more like ICng 
Kong tlian Shirley Temple." 

A .spoKesman for RKO Pictures, which made 
the film, agreed “no man played King Kong— 
absolutely not." 


“It was all done with models and animation,’’ 
the spokesman said. 

Nigro, however, stuck to his claim. “I'm not 
going to argur with them," he said yesterday. "I 
was King Kong. I held an animated doll that was 
supposed to be Fay Wray. I don’t care what they 
say.” 

The actual King Kong was a "20-inch-high alumi- 
num figure covered with isibber and rabbit fur," 
said Orville Goldnei, a technician who worked on 
the film’s scenery and Is co-author of a book on the 
movie. The doll, he said, was built by a man named 
Marcel Delgado. 

Scenes showing the entire ape were made with 
the miniature, Goldner said. A full-size head, arm 
and hand were used in a few scenes. 

Zoe Porter, the assistant to the film’s director, 
Marian O. Cooper, called Nigro’s claim “a dastardly 
lie." 

“I’m amazed anyone could make such a ridic- 
ulous statement," she said, 

Miss Porter, who remembers “being on and off 
the set ev.’ry day," said she herself once stood In 
King Kong’s hand, “They tried it out on me before 
they put Kay Wray in it," 




King Kong was not played by actor, film fan says 


While The Star’s page one paste- 
up of « King Ko(^ oo the CN 
Tower maj' have been an April’s 
Fool Day joke, there Is absolutely no 
excuse for Frank Radcy’i story 
olalmiog that a 71-year-oVl security 
guard nruned Carmen Nigro played 
Kong in the 1933 fllm cUssic. 

Ihete never was any mas In an 
ape suit used in any capacity 
whatsoever in the famous Merian C. 
Cooper, Ernest B. Sdioedsack pro- 
duction for RKO. 

I am frankly surprised The Star 
would print such a fatuous claim as 
Nigro’s, even if as one suspects the 
story was a piece of press ageid 
fliackery to boost interest In Para- 
mount's remake. 

Kong was "jdayed" by some rix 


IS-inch-high pupp^ coastnicted by 
Marod Delgado of foam rubber and 
raldrit fur over elaborately articulat- 
ed metal armatures. These were 
animated frame by frame In stop- 
motiooi i^otograpby by the late, 
great Willis O’Brien aided by such 
helpers es “Buzz” Gibson. There 
was also a full size mechanical bust 
and head of Kong and a life-size 
hand which clutdied actress Fay 
Wray for close-ups. 

Now despite the fact that we have 
no less than three brilliant anima- 
tors capable of recreating Willis 
O'Brien's Kong, in the persons of 
Ray Harrybausen, Jim 
and David Allen, Paraniouiit is 
using a mechanical monster and 
three men in ape suits and Univer- 


sal is using one mao in an ape suit 
for its remake. 

But there never was a mas In an 
ape suit playing the original Kong. 

JOHN MATTHEW 
Toronto 

(■Editor’s note: While acknowledg- 
ing the role of photographically- 
animated puppets in King Kong, 
Fronft Rasfcy credits Nigro's story 
that he pitted the mighty ape in 
close-up scenes.) 

Animated model was 
the real King Kong 

The article on Carmen Nigro, the 
man who claims to have played 
King Kong, was pm'e garbage! 

Kong wu an articulated model 18 
inches in height, constructed of a 


movable steel skeleton padded with 
pliable rubber, covered with rabbit 
fur, and animated by the late Willis 
H. O’Brien. 

As for Dino De Laurentiis’ remake 
of the film, the only way simian 
makeup can suspend the audiences 
disbelief (most notably in 20(XI): A 
Space Odyssey) is having the per- 
former wearing the costume, the 
same height In relation to an actual 
gorilla. 

Yet, having men in ape-suits 
blown up to 50-foot proportions (as 
is evident hi Japanese quickies) has 
proven a failure, and this disaster 
will ultimately reflect on the re- 
make of the cla^c film which 
relied on model animation to en- 
hance its leading role. 

SCOTT B. McRAE 
Willowdale 
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BY JAMES VAN HISE 






When one speaks of the uncensored KONG, many people 
think of many different things due to the many stories 
which have gone around. When an uncensored print of 
KONG is shown somewhere, someone invariably asks "Is 
the Spider-crab scene in it?" No, the Spider-crab 
scene is not in the uncensored KONG because that scene, 
along with many others, were edited out of the film 
before it was released as a matter of course 1n try- 
ing to make the film as fast paced as possible. 

The uncensored version refers to KONG as it was when 
originally released in 1933. The censoring was done in 
1938 when the film was rereleased. The censoring which 
amounted to only three minutes (yet three memorable min- 
utes they are} was ordered by the Hays Office in keeping 
with the stricter censorship code which had been enacted 
in 1934. 

The first censored scene involved the attack of the 
Brontosaurus (the plant eater who didn't know he was a 
plant eater) on the raft. In the original the Bronto- 
saurus bit five men to death, whereas the trimmed ver- 
sion only had him do in three. Next was the most famous 
sequence; Kong tearing off bits of Fay Wray's clothes, 
tickling her, and then sniffing his fingers. The scene 
was deemed to racy and excised entirely. The next set 
of censored scenes came out of the attack on the native 
village sequence when Kong batters down a scaffolding 
covered with spearmen, stepping on two natives and 
crushing them into the ground |in close-up yet!) and 
picking up natives and biting them to death (also in 
close-up). The next censored scene came directly after 
Kong's escape in New York when he picks up a pedestrian 
and bits him to death (again in close-up as illustrated 
on the title page of this article). The final censored 
scene took place during Kong's search for Ann Oarrow. 

Kong first climbed the wrong building and pulled the 
wrong woman from her bed. Kong held her high above the 
street examinging her and when he realized his mistake 
he dropped her many stories to her death, her screams 
mingling with the fire sirens as she pluimets from 
view. These are the only scenes which were ever actually 
censored from the film. The other scenes often discussed 
were in many cases filmed but not retained in the final 
release print for reasons of running time and pacing. 
These scenes were thus never officially in the film (such 
as the censored scenes were). 

These other scenes which I'm speaking of are led most 
notably by the Spider-Crab sequence. This sequence, like 
many others, was filmed but wound up on the cutting room 
floor. The preliminary drawing and a still from the 
final filmed sequence appear on the opposite page and 
I'll discuss that in more detail in a moment. 

But getting back to those actual three minutes of 
censored scenes themselves. Although it may seem like a 
miracle, and perhaps it is, those scenes were not re- 
placed in KONG until thirty-two years later, in 1970. 

Some sources insist it was 1971 but I have the best of 
evidence for claiming it was 1970 as I saw a completely 
uncensored print in 1970 at Oklahoma City's "Multicon 
70". This is forever etched in my mind as not only was 
it the first comic/fantasy/SF convention of any kind I 
had ever attended, but it was also the first time I had 
seen KING KONG in eight years! 1 had only recently 
moved from near Buffalo, New York where KONG had' not 
been shown since I was twelve years old. I was very 
excited thus at not just seeing KONG uncensored, but at 
seeing KONG! Memory had not exaggerated its greatness 
as in fact it was even better than I had remembered it. 
That night in a darkened film room in June of 1970 re- 
mains as one of the most exciting of my life and only 
someone who had been denied KONG for so many years and 
_ then seen it once more in such a manner can appreciate 
the seriousness of that statement. 

Up until the censored footage was found and reinstated 
in the print, those scenes were considered lost forever 
as it took fourteen years to find them. In 1956, RKO 
announced that it was going to place those scenes re- 
moved in 1938 back into the print. Only they couldn't 
find those scenes. They were not present in the studio 


vaults, nor could they find a European print wherein the 
scenes had never been removed. The scenes were found by 
a collector in an attic in Philadelphia and given to 
Janus Films (who now owned the rights to the original 
KONG) and the footage was replaced in their prints. 

But to return to the endlessly discqssed Spider-Crab 
sequence. It was definitely filmed but no copies of 
that footage can be found anywhere, not even among the 
personal effects of Willis O'Brien which were carefully 
searched for things of this nature following his death. 
But this does not mean that we don't know a great deal 
about this footage. It was removed from the rough cut 
because Merian C. Cooper believed it "Stopped the Show", 
that it held up the action and diverted the audience's 
attention from the main story, that of Fay Wray. This 
Spider-Crab sequence also had the men trapped on the 
log by Kong on one side and a Tricerotop on the other. 
Even though this footage is not available for us to 
inspect to see what we were denied, we can still find 
out what was there but consulting the novelization 
which was based on the original screenplay. This se- 
quence in the novel is described as follows: 

To Kong all moving beings in bis vision vere 
enemies, the men one the log as much as the beast 
behind it. He roared and beat his breast again. 

One of the great hand-like feet reached out as 
though he meant to attack at close quarters. At 
that moment a maddened plunge of the Tt-icerotop 
brought the beast jarringly against its end of the 
bridge. The men in the center climg frantically. 

The beast-god gave his own end of the log an exper- 
imental shake, and when the men cried out and clung 
to the bark, to one another, he began to chatter. 

Two of the men lost their holds. One grasped 
madly at the face of a prone caarade and left bloody 
finger marks as he went whirling down into the de- 
caying silt at the 'bottcia. He had no more than 
struck when the lizard flashed upon him. The second 
man did not die in the fall. He was not even uncon- 
scious. He landed feet first, sinking immediately 
to his waistline in the aud, and screamed horribly as 
not one but half a dozen of the giant spiders 
swarmed'over him. 

Kong lifted the log and Jerked it again. Another 
man fell, prey for a new outpouring of spiders. 

Another Jerk, and the octopus-insect, along with a 
score of companions, began to fight against the spi- 
ders and the lizards for the booty. Only one man was 
left on the log and he clung desperately. Kong Jerked 
but could not shake him loose. Hor could all the des- 
pairing efforts of Driscoll and Denham, all their 
shouts, all their rocks, turn the beast-god from his 
purpose. The clinging nan shrieked. Kong glowered 
down upon him and in a culminating exasperation swung 
the log far sideways and dropped it. The end oaiight 
on the very edge of the ravine and then slipped slowly 
off to drop like a battering ram upon the' Insects at 
their feast below. 

The book also went on to describe a spider climbing 
up the vine to menace Driscoll instead of the lizard in 
the film. 

Again, this was never in the film when it was re- 
leased, is presumably lost forever, and is not and was 
never considered one of the censored scenes when refer- 
ing to the "complete, uncensored KING KONG". 

Other scenes filmed but not used included Ann Oarrow's 
and Jack Driscoll's journey down river to escape Kong 
while Kong climbs down Skull mountain roaring with rage. 

Not all of the scenes lost were so deadly serious. 
During Kong's rampage in New York there was a scene 
where Kong's monstrous face suddenly appearing at a win- 
dow breaks up_a poker game. And there were others still. 

This then is the whole story behind what is and isn't 
considered a censored scene from KONG, and what does and 
doesn t exist. So all other stories to the contrary, the 
prints of KONG which exist now have all the same scenes 
as the prints originally released in 1933, even if there 
was a thirty-two year gap. 






KONG ADMIRING HIS BRIDE 

AFTER TICKLING HER, KONG SNIFFS HIS FINGER. 


FAY WITH CLOTHES IN DISARRAY 

KONG ATTACKING THE NATIVE VILLAGE 



KONG CRUSHING NATIVE IN ONE OF THE MOST 
FAMOUS OF THE CENSORED SCENES. 


KONG SCOOPS UP PEDESTRIAN 






KONG BITES MAN TO DEATH... 



THEN HURLS BODY AWAY. 


KONG THINKS HE HAS FOUND ANN. 




HE REACHES IN. . . 



SCOOPS HER UP... 


THEN DISCOVERS HIS MISTAKE AND DROPS 
HER TO THE STREET FAR BELOW. 






As Don Wright sees it,. 


“Let’s face it lady, even if the smog lifts and they get 

the lights back on, nobody wants to get involved any more” 



KING KONG: 1976, 
OR IS IT '77? 

BY JAMES VAN HISE 


Just over one year ago, Producer Dino De Laurentls 
took out a full page ad in VARIETY announcing his inten- 
tion to do the first Hollywood remake of KING KONG and 
the dust kicked up by that announcement still hasn't 
settled. Universal Studios then announced that they too 
were planning a KONG remake and that they too had the 
rights to do so. What De Laurentis with Paramount 
Studios had was the rights to do a remake of the film 
as purchased from RKO while Universal had the screen 
rights to the original novel ization. A prolonged court 
battle was decided in Paramount's favor stipulating 
that Universal could do a version providing it wasn't 
released until eighteen months after Paramount's. This 
did not sit well with Universal as they believed, and 
probably rightly so, that the market on KONG films 
would have been satiated by then (especially with Para- 
mount already planning a sequel to their remake). Thus 
although Universal had discussed suspending the entire 
project following the court's decision, they have since 
changed their minds and have gone back to court and as 
recently as July were still trying to have the earlier 
ruling overturned. 

Irregardless, Paramount's version, under producer 
Dino De Laurentis {whose recent films include such di- 
versities as DEATHWISH and BUFFALO BILL AND THE INDIANS) 
forges ahead with the primary filming with the actors 
already having been completed. The cast is headed by 
Jeff Bridges (in the role Bruce Cabot had in the origi- 
nal), Charles Grodin (in Robert Armstrong' s role) and 
Jessica Lange reliving the part Fay Wray played. Need- 
less to say, the cast is not impressive. 

The cast Universal plans to go with, should produc- 
tion on their version ever begin, is decidedly more im- 
pressive but whether or not it is better is debatable. 
Universal's planned cast includes Paul Newran, Steve 
McQueen and Valerie Perrine. 

Although Paramount originally announced that no stop- 
motion animation would be used in their remake, instead 
relying solely on a forty foot robot and blacks wearing 
apesuits, they have since changed their minds. One rea- 
son may be the problems they're having with their full 
scale model KONG. It weighs 3,000 pounds, cost two mil- 
lion dollars, and doesn't work properly. Supposedly the 
arms keep failing off. The original script for the re- 
make, contained no dinosaurs, just a giant snake which an 
actor in a KONG apesuit was supposed to fight. Jim 
Danforth, an animator whose work has been compared 
alongside that of Ray Harryhausen’s , is under contract 
to Universal to do all the animating on their remake. 

Jim read Paramount's original version of their KONG re- 
make script and said it was awful, nothing like KONG at 
all. Paramount has since announced that they are drop- 
ping some of the more sophomoric material from their 
script and are adding dinosaurs as well as stop motion 
animation. How much remains to be seen. 

Although both the Universal and the Paramount versions 
planned to use men in ape suits. Universal had planned 
from the start to include dinosaurs and stopmotion work. 
It can be hoped that with the constant state of change 
undergoing the films, that one or both will abandon the 
idea of using costumed actors as the men is costumes can 
not help but be compared with the hopelessly shoddy Jap- 


anese KONG sequels. 

But despite everything, there is still one major 
difference in the planned remakes. Paramount plans to 
do an updated remake with Kong falling to his death from 
the World Trade Center in New York City while Universal's 
will remake the classic in period setting, that being 
1933. Many people, myself included, cringe at the 
thought of seeing Kong shot off the World Trade Center by 
jets. It just reeks so of the Japanese trash it turns 
ray stomach, not to mention the fact that it sounds like 
an obvious commercial ripoff. Interestingly enough, sorae 
people in New York have protested the change to the World 
Trade Center setting as Kong has traditionally been iden- 
tified with the Empire State Building. 

Another problem facing the Paramount version is that 
with all the changes and delays it may not make the pro- 
mised X-Mas release date which both the studio and the 
producer have promised distributors. Personally, if it 
turns out the way it sounds. I'd rather they didn't 
release it at all . 



King Kong comes back 


Guardsmen hold back extras at New York’s World Trade Cen- 
ter while propman covers body oi King Kong with realistic 
mix of syrup and vegetable coloring. King Kong, styrofoam 
with horsehair, dies again for his love of comely girl in this 
final scene of remake of classic 1933 chiller. 


King Kong Is Back in New York 
To Cash In on Wave of Ape Mania 


By SIMON WINCHESTER 

M«nch»1>r cu>rdlin Sirvlci 

BEVERLY HILLS, Calif. — The 
good citizens of New York, whose 
lives are rarely humdrum, will find 
something lying in their streets this 
week at which even they may ex< 
press surprise. A gorilla. 36 feet 
from hairy head to hairy toe, is to 
be spread-eagle on the concrete 
plaza 1,000 feet below the top of 
the World Trade Center, and will 
stay there for about a week. 

The gorilla will be very much 
dead — and, although technicians 
say you’d never know it, will be 
fashioned from aluminum and spe- 
ctal primate-toned nylon. And It 
will, apart from its size, be no ordi- 
nary gorilla: it will be King Kong, 
Fay Wray in his monstrous right 
hand, visiting New York to clam- 
ber up and down the Empire State 
Building. It is timed to catch a new 
outbreak of Kong mania, timed to 
grip America and all other civilized 
nations this coming Christmas. 

A remake of the ancient RKO 
film of King Kong is progressing 
here now, under the direction of 
the grizzled Dino Oe Laurentlis — 
a small Italian gentleman with a 
penchant for violent films: "Death 
Wish," (about a man who kills 
muggers). “Lipstick" (about a lady 
who kills rapists), "Three Days of 
the Condor" (about a ^y who kills 
other spies) and “Serp'ico" (about a 
policeman who kills other police- 
men). Filming of King Kong began 
m Hawaii last January, and all the 
scenes that did not call for the ap- 
pearance of the ape himself have 
aow been completed. What hap- 
pens in New York next week is the 
beginning of Kong's appearance on 
-the sets. 

"YOU JUST WOULD not believe 
what we have done," said Gordon 
Armstrong, publicist for the man 
he and about 20 slim-hipped Neo- 
politans call "Dino." 

“We have spent $2 million build- 
ing a mechanical King Kong that is 
SD realistic It's unreal. There are 
these three things: a living Kong 
that is being built on the MGM set 
here: a 10-foot long mechanical 
arm that is going to do all the 
grabbing of the blondes: and the 
dead Kong we are shipping to New 
York next week. We have ten tons 
of goiilta here, full of pipes, wires 
and electronics. I tell you. it's just 
incredible.” 

For the time being the world Is 
going to have to take Armstrong's 
word about the mechanical Kong, 
because De Laurentls Is not letting 
anyone lee it until August, when it 
Is ready to start lumbering about 
and squeezing young women and 
climbing up buildings. (Not the 
Empire State: In spite of strong 
protests from that building's man- 
agement. King Kong will scale the 
Trade Center, and then only a re- 
production. built in the studio). 



King Kong,>Second Time Around 

. , . Trade Center replaces Empire Slate 


King Kong Revisited . . . 

URBAN GORILLA; Paramount Pictures, remaking the fa- 
mous 1933 film and launching one of the most expensive pro- 
motion campaigns in cinema history, is seeking permission 
from New York City to erect a 33-foot-high statue of King 
Kong on Times Square. The furry monu- 
ment, clutching a woman in one paw and a 
helicopter in the other, would be built atop a 
15-foot base on a Broadway traffic island 
and stay there for a year or so. Cost: 
$250,000. The various agencies involved 
haven’t completed their deliberations, but 
city officials apparently find the idea appeal- 
ing. "In the past, when New York was very 
snooty, such a proposal would have been out 
of the question.” said one. "But in the pres- 
ent crisis anything that will help give vitali- 
KlNG KONG ty, and excitement is welcome. It can't 
hurt.” The film is scheduled for Christmas release. 



“I CAN TELL you be really is 
amazing,” said Armstrong. “His 
face can contort into expressions ot 
rage — they have pulleys and le- 
vers Inside him that will make him 
scowl and roar. His arms go up and 
down and he can beat his chest. He 
can do everything. It’s Just unreal." 

At present, all Armstrong will 
say about the beast is that he is 
qidte nude “and in fact he la not 
realty a king — nor is it a queen 
Kong for that matter. It Is a sort of 
in between Kong," and he is wait- 
ing for his fur and his motors. 
“Hopefully, we will be able to keep 
him after the movie Is finished: We 
will change it about a bit and do a 
■on of Kong or something, I an 

All the preparations are going 
ahead for moving the dead Kong to 
New York. “He is Just the same as 
the mechanical one except that he 
hasn't got any motors. And the bits 
he lies on haven't any hair: there 
wasn't much point in putting any 
hair on if all be does Is lie on the 
floor.” 

Armstrong says he expects thou- 
sands of New Yorkers to turn up 
to look at the vast beast In its 
death throes “but the trouble is 
that we will have to use extras for 
the film. If any of those guys see 
themselves In the movie they will 
be sure to sue us for acting fees. 
People are like that up there, you 
know.” 









yyuis o’BRiB^: 

THE MRN V«HO LOVED 
DINOSAURS 

by Eldon K. Evonett 


A hundred years ago, anybody showing a motion picture 
would have been taking a chance of being burned at the 
stake for witchcraft. There yet remains a kind of aura 
of black magic about the cinema; people dead decades 
ago walk and speak before our very eyes. Funny little 
cartoon animals spring to life from the printed page. 
Perhaps most remarkable is that dinosaurs and similar 
monsters - never seen by human eyes - have been brought 
to life, by a shy wizard with a strange dream. His 
name was Willis H. O'Brien. 

In 1914, the movies were still new and exciting. It 
seens hard to believe, but a book for boys called "The 
Young Mechanic", found in most public libraries, showed 
how to build a simple movie projector and camera; mag- 
nifying glasses, reels made of wooden thread spools, 
studded with headless nails to pull the hand cranked 
film. Many a young chap of that innocent era built his 
own equipment, bought Kodak film at the local drug 
store, and tried his hand at "the flickers". 

One such tyro was a young man in San Francisco named 
Willis O'Brien. Looking at pictures of the prehistoric 
dinosaurs in books, extinct long before the arrival of 
man, he studied the animated cartoons of the day and 
learned how they were made. Each frame was a still 
picture, and each picture was moved slightly. Due to 
the fact that the eye sees these frames in quick suc- 
cession, it seems to be a series of continuous action. 
But suppose you take a little toy man, stand him in 
front of your camera, and move his arms and legs a 
little for each successive frame? Wouldn't he seem to 
be al ive too? 

Watterson Rothacker was a strikingly handsome young 
man in 1914, the president of the Rothacker Film Mfg. 
Co., a firm that made advertising films to be shown in 
theatres between the regular films. Somehow he heard 
about young O'Brien, and traced him down. O'Brien was 
up on the roof of a building in the California sunshine 
posing a miniature dinosaur and a hairy caveman made 
out of modeling clay. He had completed 75 feet of 
film and Rothacker was so impressed by the footage that 
he took O'Brien back to New York City with him. 

This first film was completed and was titled TSS 
dimSAURUS AW THE MISSING LINK. Rothacker arranged 
with Edison to release a series of such films, commenc- 
ing with this film which was retitled THE DINO^UF and 
THE BABOON, This was followed in 1916 by a clay-figure 
comedy called MORPHEUS MIKE, and a toy automobile film 
called BIRTH OF A FLIVVER. 

Each of these films was only a few minutes in length 
and Edison released them on the same reels with news- 
reels and travelogues. Each film was weeks in pro- 
duction, but they were received as ephemeral little 



Mepian C, Cooper, ffilLie O'Brien, Fay Wray and 
Ernest Sahoedsaak pose on a set from KING KONG 


"trick-photography" novelties. O'Brien returned to his 
beloved dinosaurs with CURIOUS pets OF OUR ANCESTORS' 
and R.F.D. 1,000,000 B.C. Turning to other subjects, 
he produced other films for Edison: in THE VILLAIN'S 
POWER, MICKEI AND HIS GOAT, THE SAM LLOYD PUZZLE PIC- 
TURE, and NIPPY'S NIGHTMARE, his first film combining 
live-action with the stop-motion animation. He was 
constantly improving his processes, and Rothacker was 
bank-rolling him and sharing his patents. 

Edison had agreed to accept a film a week for their 
educational "Conquest" series, but in 1918, Edison and 
other short-film companies found that they were unable 
to compete with the big-money features the public was 
then denanding, and Edison sold out to the Lincoln and 
Parker company. 

At this point, a Major Herbert M. Oawley entered the 
picture. He visited O'Brien at the studio and showed 
him a "small book in which he had pasted a large number 
of exposures of the clastic dinosaur" (plastic at that 
time meant malleable). They entered into some kind of 
an agreement, and O'Brien began work on a film to be 
called THE GHOST OF SLUMBER MOUNTAIN. The completed 
film consisted of three different sequences of various 


battling prehistoric animals. O'Brien was assisted by 
a Dr. Brown of the American Museum of Natural History 
in making the monsters as authentic as possible. 

In the completed one-reeler, an old grandfather 
{played by Dawley), is reading a bedtime story to two 
small boys. This scene was played between the animated 
sequences as he v«s supposed to be telling the kids 
about prehistoric days. Dawley sold the film to the 
world Film Corporation in 1918-1919, who put on a ter- 
rific campaign for the short film, providing the ex- 
hibitors with lurid posters of battling creatures, and 
O'Brien and his patron, Rothacker, were very upset when 
the film was released credited to Dawley, with O'Brien's 
name nowhere in evidence. 

Dawley's participation in the production of the film 
seems to have been limited. O'Brien had shot more than 
3,000 feet of film, comparatively little of which was 
used in this film. 

Rothacker saw how successful the World release had 
been, and decided to put O'Brien under exclusive con- 
tract himself. For the next few years, the animator 
did quite a bit of work on various advertising films. 
Then - in the mid-1920's - Warner’s signed him to do 
all the special effects for a film version of Sir 
Arthur Conan Doyle's adventure classic, THE LOST VORLD. 

This unique film was to be the story of an expedi- 
tion to a lost plateau where dinosaurs and other pre- 
historic creatures still lived. The party was led by 
Wallace Beery. More memorable, however, was the hair- 
covered apeman played by Enrique "Bull" Montana. He 
had created this makeup in 1920 in a Marshal Neilan 
film called GO AND GET IT!, the result (?) of the 
world's first brain transplant, between a man and an 
ape. 

Not only the small stop-motion models were used in 
this film. Huge, larger-than-life models of the 
creatures were also constructed, allowing cuts back 
and forth In scenes where the live actors were used. 

The film was a tremendous success, and O'Brien began 
work on another film which used the working title 
CREATION. 

The completed film went through several story ideas, 
and was finally completed in 1933 when RKO released 
it as the legendary king KONG. Some additional footage 
was used for a hurry-up sequel, SON OF KONG. 

From the prehistoric creatures of Skull Island, 
O'Brien moved on to a new project for RKO. The film 
was to be titled WAR EAGLES. Just as the then-current 
Buck Rogers comic strip adapted a hero from Lucky 
Lindberg, the new film's hero was to be a daring young 
tousled-headed flier who discovers a strange lost race, 
and going Kong's battle with the bi-planes one better, 
the film was to climax with an attack on New York by 
giant birds (Rocs) and winged men (Harpies?). 

Shortly after beginning work on the film, however, 
tragedy struck. O'Brien's first marriage was strained 
from the beginning and when it finally broke up, his 
wife retained custody of his dearly-loved sons. In 
1933 his wife contracted tuberculosis and cancer, while 
his oldest son was also stricken with TB. The boy 
went blind. Later that year, his wife, undoubtedly 
desperate and depressed, shot the two boys, ages 12 and 
13, to death, and attempted suicide herself. O'Brien 
was shattered by the deaths. 

Work on the film was stopped, never to be resumed. 
For all practical purposes, O'Brien's career may be 
said to have ended here. In 1935, RKO credited him as 
a member of the special effects team working on THE 
LAST DAYS OF FO^FEIIy but his contributions seem to 
have been minimal . 

Little is known of O’Brien's private life, but 
around 1940 he returned to animation and began shooting 
a film about fifty-foot insects terrorizing the world. 
For some reason, this footage was never released until 
the 1950's when it was used to make a cheapie called 
THE BLACK SCORPION. 


Beginning in the early 1940's, a young kid from Los 
Angeles named Ray Harryhausen sat through KING KONG a 
grand total of fifty times. He got a home-movie cam- 
era, and began making a film about a spaceship landing 
on another planet and being attacked by giant monsters. 
Like O'Brien, he wanted to create apparently-alive 
creatures born solely in man's imagination. 

It was Inevitable that Harryhausen sought out the 
old master. Working together, they developed a new 
giant ape, one that was brought to the U.S.A. as a 
nightclub attraction, who eventually busts loose and 
starts wrecking the joint just as his predecessor Kong 
had done. RKO took them up on it, and producer 
Merian C. Cooper and actor Robert Armstrong (both of 
whom had been associated with the original Kong Fami- 
ly), were signed to work in the new film, MIGHTY JOB 
YOUNG. 

It was an excellent film, shot through with rare 
humor, and it finally won O'Brien an Academy Award in 
1950 for its special effects. As Harryhausen bloomed 
and went on with his own career as an animator, 

O'Brien created his last dinosaur, a personable 
Brontosaurus who tied together a low-budget production 
called THE GIANT BEHEMOTH. 

Circa 1960, RKO re-made THE LOST WORLD as a big 
wide-screen color production and O'Brien vas signed to 
work on the special effects. To his disappointment - 
and everybody else's, I fear - the producer decided to 
use live baby alligators and Iguanas as the dinosaurs, 
blown up about 50 times. Needless to say, the picture 
bombed. 

O'Brien died quietly in 1964. He was said to have 
been working on a sequel to MIGHTY JOE YOUNG to be 
called VALLEY OF THE MISTS - taking his friendly ape 
back to the prehistoric valley that spawned him. I 
don't know if any dinosaurs went to Heaven, but if 
they did, I hope St. Peter can turn up a spare Tri- 
ceratops or two. Willis O'Brien would probably greet 
them as long-lost buddies. 





AN INTERVIEW WITH: 

ESIOK' DAIC^CTD K.„;oriu.‘j 

g m Michael V. Davis. 


As the final credits appear on the screen in 
Dino De Laurentiis' 24 million dollar remake of KING 
KONG, most people exiting the theater will be marvel- 
ing over the movie’s incredible special effects. 

What the majority of the audience does not know, is 
that what they assumed was a 40 foot mechanical ape 
. . . isn't. In fact, the much publicized 1.7 
million creation was actually only used in 6 shots 
(a total of less than 30 seconds in the film). The 
rest of the ape footage was in reality a man in 
a monkey suit. 

The man inside King Kong is Hollywood make- 
up artist Rick Baker, who designed the remark- 
able costume and portrayed the title character 
throughout the picture. The 26 year old Baker 
has been fascinated with gorillas since child- 
hood and began making his own ape outfits in 
his early teens. He worked with monster and 
ape make-ups as a hobby throughout his boyhood, 
occasionally experimenting with his own Srun 
films until, at the age of 18, he turned 
professional . 

Since then, Rick has established himself as 
one of the best special make-up men in the 
business. His many credits include creating 
a half man/half octopus for THE OCTOMAN; turn- 
ing John Landis into the missing-link in 
SCHLOCK; wearing one of his own creations, a 
two-headed gorilla, in AIP's THE THING WITH TWO 
HEADS; and assisting Dick Smith with the 
special effects in THE EXORCIST, including 
helping to create a dummy of Linda Blair for 
the scene in which her head does a 360 degree 
turn. 

Baker has also contributed make-up and/or 
effects to such movies as LIVE AND LET DIE, 

■PLESH GORDON, SQUIRM, and IT'S ALIVE. He was 
also one of the men responsible for realis- 
tically aging actress Cicely Tyson to the age 
of no for the CBS-TV movie, THE AUTOBIOG- 
RAPHY OF MISS JANE PinMAN, for which he was 
awarded an Emmy. Not to mention creating 
King Kong's hand for the legendary Volkswagen 
comercial and designing the mask for the 
Jolly Green Giant. Baker is currently working 
on.special make-up for Brian DePalma's next 
film, THE FURY. 

On April 25th of this year, Rick gave RBCC 
this exclusive interview by telephone from his 
N. Hollywood home. 

HOW DID YOU BECatE INVOLVED WITH XHE NEW KING KCWG7 

I have a lot of fiiends who are stop-motion anima- 
tors. They talked to De Laurentiis about doing KONG in 
stop-motion. He didn't want to use stop-motion. He 
wanted to use a man in a suit. Because they (Baker's 
friends) knew me and my background; that I'd built 
gorilla suits before and studied gorillas for sixteen 
years; they said, "Well, we know the guy to get". So 
they (De Laurentiis) called me in to talk to me. 

DO YOU FEEL THAT IT IS STILL BASICALLY UKKNCWN THAT YOU 
WERE KING KONG? 

From what I hear from different people out here in 
Hollywood, they say that the people in the business know 


who did it. Now I really don't know how true that is. 

I think as far as the general public is concerned, that 
they still think that it's a mechanical King Kong that 
Carlo Rambaldi built. 

HAS YOUR INVOLVEMENT WITH THE FILM AFFECTED YOUR CAREER 
IB ANY WAY AT ALL? 

It's really hard to say. Not that much has changed 
since KONG yet. I did a couple of jobs immediately 
after K®G, but they weren't really Influenced by K(WG. 

One guy decided that he wanted to use me on his picture 
because he saw some work that I did on a film called 
SQUIRM, which I did right before KCWG. At the time that 
I was hired 'Dino' KONG hadn't come out and he really 
didn't know anything about it. And this other picture 
that I did is a film called, STAR WARS, and they weren’t 
really influenced by KONG that much either. So it really 
hasn't affected my career. 

WHAT IS YOUR HCMEST OPINICW OF DE LAURENTIIS' VERSIIW OF 
KING KONG? 

It's a lot better than I thought it would be, but 
it's not good enough. Especially for the money that was 
spent. I was a fan of the original film, and I was very 
much against their making this film. But when I found 
out that they were going to give me some money to do it, 

I said, "Well hell, I'll do it". Unfortunately, it 
could have been much better. Even done in the same 
amount of time with the same amount of money, if they 
had been a little more organized and had some of the 
right people. It's just disappointing to me that it 
isn't as good as it should have been. 

THE WAY EVERYTHING TURNED OUT, AND THE WAY YOU WERE 
TREATED, WOULD YOU GO BACK AND DO IT AGAIN UNDER THE 
SAME CIRCUMSTANCES? 

I think if it all happened again, and I had the 
knowledge I have now, I would probably do the same thing 
only I'd be a little wiser ebout some decisions. I'd be 
very specific in my contract as to my credits on the 
screen, which I didn't do, and that's why I didn't 
really get anything. 

WHAT ABOUT THE ACADEMY AWARD THAT KCWG RECEIVED? WHAT 
WERE YOUR FEELINGS ABOUT THAI? 

I don't know how much information you guys got, but 
it was printed up in a lot of papers here that the award 
was, uhhh . . . bought. I was called before the conmit- 
tee of the special effects section of the National 
Academy when they were screening the film. They had 
five different films. They screen clips from the films 
and then they vote on each of Che five films. They give 
each film a specific number, like from one to ten, and 
the film has to get an average, say of six, to qualify. 
Then they pick the top three, which are the ones with 
the most points. This is going to sound very confusing. 
(Laughs) Anyway what happened is, the first time around 
KCWG was eliminated. It didn't qualify for a special 
effects (award). It was between LOGAN'S RUN and two 
ocher pictures. As it turned out, LOGAN'S RUN was Che 
winner. Now, they had called me in Just to ask me some 
questions about KCWG because they had received some 
information from the De Laurentiis Corp. that talked all 
about the work in the picture, which mainly said it was 
a mechanical King Kong designed by Carlo Rambaldi, etc. 
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RICK BAKER HOLDING DEVIL MASK (LATER TO BE USED 
MASS PRODUCED RICK BAKER MASKS. 

You know, the typical bullshit. That it had all these 
silicone muscles that flexed and moved and. you know, 
real bullshit stuff in it. So they just called me in to 
ask me what my contribution to the picture was, and how 
much of this stuff in the information that they got was 
bullshit. When they actually did the voting I wasn't 
allowed to be there, but I found out later Chat LOGAN'S 
RUN was going to win and KCHG didn't even qualify. Then 
the next thing I hear is they're going to give awards to 
LOGAN'S RUN and KING KCWG. So right away I thought, 

"Well, somebody's been payed off or something". And 
then it happened that a lot of the members of the effects 
academy resigned because of that. 

I READ ABOUT JIM DANFCETH. 

Yea, Jim did. And then several other prominent 
members resigned. 

WHAT EXACTLY DID THOSE THREE MEN THAT ACCEPTED THE AWARDS 
DO ON THE FILM? 

Well, Carlo was the man that got the most credit 
for designing and creating Kong. It was Carlo's idea to 
make a mechanical King Kong. Carlo designed the mechan- 
ical Kong and then gave the designs to Glen Robinson, 
who was one of the other men that went up on stage with 
him. And then Glen looked at the designs and said that 
they weren't really practical, and redesigned the mechan- 
ical King Kong. Glen got a crew of people together. 


IN "STAR WARS"). THE BACKGROUND IS AN ARRAY OF 

which he supervised, and they built the mechanical King 
Kong. So that was the end of Carlo's work on the (mech- 
anical) Kong, he designed one that wasn't really work- 
able. Then Frank Van Der Veer, who was the other man, 
was in charge of all the optical effects. He supervised 
all the blue screening shots and put the things together 
in the optical printer. Carlo and I were supposed to be 
equals on the creation of the suit. I sculpted every- 
thing, with the exception of a few things, which Carlo 
didn't sculpt either. We had professional sculptors 
work on some stuff, because of the time factor. I 
didn't have time to sculpt everything myself. Someone 
else sculpted the hands and feet. I sculpted the head 
and body. Carlo's main contribution to the suit was 
that he made the mechanism for the suit— for the face. 
Which really was an excellent job. It worked very well. 
But that was about all he really had to do with the 


ABOUT THE SEQUEL. WE UNDERSTAND THAT YCW ARE NOI GOING 
TO BE WCSIKING CM IT. COULD YOU GIVE US YOUR EXACT 
REASCWS FOR THAT? 

Nothing was ever permanently settled so that I would 
or I wouldn't. What had happened was, when we finished 
KCNG back in November, they had a contract that they 
wanted me to sign that said that they were going to give 
me a retainer and pay me a certain amount of money per 



UPPER LEFT: The final design of “Kong's" body as sculpted by Rick Baker on body cast of 
Rick Baker. 

UPPER RIGHT: Rick Baker and David Celitti sculpting Kong's body for the first test suit. 
LOWER LEFT: Baker beginning sculpture of early Kong test design. 

LOWER RIGHT: Baker putting finishing touches on Kong test suit. It was this suit that 
changed their minds about Kong being a “missing link". 


week when I was shooting KONG II, the sequel. But some 
of the specifications of the contract said that I would 
not build a gorilla suit for anybody else— including 
myself^ever! And I would not play a gorilla for any- 
body but Dino De Laurentiis. And I said, "Well, I'm not 
going to sign Chat". I don't think they could give me 
enough money to just kind of forget about gorillas. 

Then they started getting nasty about it and withheld 
checks chat they owed me and stuff like that, and said, 
"Well, you'll get your check when you sign the contract". 
They started pulling all kinds of shit like that. Then, 

I Calked way into getting ray checks by lying to the 
accountant and saying I had signed the contract. But 
Chen all this bullshit started about the credits and all, 
because Bino was supposed to give me a different credit 
Chan what he did. Then they just started eliminating me 
from the whole scene. So then 1 said, "Well hell, I'm 
not going to do another picture for him and make Carlo 
Rambaldi look that much better”. Basically, it's Just 
the principle of the thing. 

NOW WE'D LIKE YOU TO GO WAY BACK INTO YOUR CHILDHOOD. 

WHAT WERE YOUR VERY BEGINNINGS LIKE IN MAKE-UP? WHAT 
KINDS OF THINGS DID YOU FIRST START DOING TO YOUR 
FACE? 

(Laughs) Really simple stuff. I had some black 
grease paint and some white grease paint, and I would 
do what I could with that. Starting out with teal simple 


vampire type things, doing things with really bold high- 
lights and shadows. The first kind of build-up type of 
make-up I did on my face was done with pie dough. My 
mom would be making a pie, and I'd get the dough from 
that and put a little food color in it and build the 
stuff up on jsty face. 

HOW OLD WERE YOU AROUND THIS TDiE? 

About ten. Actually, it was oq' father's idea. He 
said, "Why don't you try some of this?". You could build 
up some weird things, but it didn't really last. Every- 
thing was pretty crude. Like I said, I started when I 
was about ten, but it was just every once in a while I 
would do a little something. It wasn't really a steady 
thing where every day I'd make myself up. I eventually 
decided that I couldn't do what I wanted to with grease 
paint, and I never was able to get nose putty to do much 
of anything, so I found out about rubber and making 
rubber pieces. At that time I made slip rubber things. 
When I was about thirteen I was making masks . They were 
just real simple face masks and little pieces here and 
there. 

DID YOU EVER, BACK AT THAT TIME, THINK THAI YOU WOULD 
BECCME A MAKE-UP MAN? 

I wanted to. I did it basically as a hobby and for 
fun. Then I thought, "Well, why don't 1 try to make a 
living at it?". The people I talked to were all very 


BELOW; RICK BAKER KAKING-UP ELAINE BAKER IN "EXORCIST" TYPE MAKE-UP. 



discouraging} and they were right. They said that it was 
a really hard thing to get into and it's gonna he a hard 
kind of a life. You may not know from one day to the 
next if you're going to be able to pay your bills and 
stuff. Fortunately, when I started doing some work pro- 
fessionally, that first few years that I worked were 
pretty good— pretty steady. Then when 1 married Elaine 
the first year I was married I hardly made any money at 
all. If I hadn't been sort of a frugal guy and put a 
lot of money away in the bank I'd have been in trouble. 

WHAT WERE YOUR VERY EARLIEST raOFESSICWAL JOBS? 

The first film I was ever involved with profession- 
ally was called THE OCTCMAN. It's really bad. It was 
never released theatrically, from what I understand, it 
was sold directly to television. It's been on TV quite 
a bit out here, but I don't know about the rest of the 
country. All I did in the film was the suit. There were 
some make-up effects in the picture that were done by 
somebody else. It was a good film for initiation into 
the film business, because it was done by a couple of 
guys that were kind of old-timers, it was done on a 
super-low budget, and it was the very typical thing. 

They make all kinds of promises and tell you all kinds 
of things that they forget about immediately. When we 
first went in there they had very little money for the 
costume, but I was willing to do a lot more for the 
money, just to be able to work on a job and have some- 
thing that was professional. So they said, "Don't worry 
about it 'cause we're only going to show the Octoman 
once in the picture, take one establishing shot and then 
a couple of quick glimpses of him, but you'll never see 
him much at all". So we didn't worry about some things 
that we probably should have. Then in the finished 
picture, it starts out with a shot of the Octoman and 
he's in almost every shot in the film. But I learned a 
lot from that. Then I guess I went from that to a picture 
called SCHLOCK, and SCHLOCK was a whole different thing. 
John Landis, who directed it and wrote it and played 
Schlock, is a real crazy mao. He was about my age and 
when I first talked to him on the phone I thought he was 
nuts. And I was right. (Laughs) 

HOW DID HE FIND OUT ABOUT YOU? 

He found out about me through Don Post. He went to 
Don Post to get a gorilla suit, a crummy gorilla suit, 
and somebody there, I don't know if it was Don or some- 
body else, said, "Why don't you talk to this Rick Baker 
guy 'cause he came by here and he had some good stuff". 

So when John saw my stuff he decided to change the concept 
of Schlock, from a really ratty looking suit, to a real- 
istic ratty looking suit. (Laughs) Something that did 
more than just a regular gorilla head would have done. 

And he wanted it to be like a missing link, not a gorilla. 
SCHLOCK was different. I didn't get paid much money for 
SCHLOCK either, but it was an enjoyable picture. John is 
one of my best friends now. 

ABOUT THE MAKE-UP FCR SCHLOCK, HOW DOES IT COMPARE IN 
TECHNIQUE TO A MAKE-UP SUCH AS PLANET OF THE APES? 

Well, it's the same technique. They're very similar. 
I just redesigned the way the appliances worked. PLANEI 
OF THE APES is not a new technique, which many people 
thought it was. It’s a foam rubber appliance, and foam 
rubber appliances started back with THE WIZARD OF OZ, 
That's my favorite picture. 1 like the make-up and I 
like the picture. So it's nothing new, I mean that was 
back in the thirties. But because of all the publicity 
PLANET OF THE APES got, a lot of people thought this was 
something specifically invented for PLANET UE THE APES 
and it's not true. Foam rubber was done many years be- 
fore that, and sometimes some things were done much better 
even. Like the Charles Laughton HUNCHBACK OF NOTRE DAME 
was foam rubber, and it's an excellent make-up. Anyway, 
one thing I didn't like about PLANET OF THE APES was the 
way the corners of the mouth worked. The actual corners 
of the persons mouth were there and the appliance kind of 


ended at the top lip and ended at the bottom lip and the 
person's face was in between. I made my chin appliance 
and major face muzzle appliance overlap in a way that it 
looked more like there was a corner of the mouth. The 
chin piece overlapped the upper appliance piece. Mine is 
more masklike in that it covets more area of the face 
than the APES appliances, because I knew that John Landis 
was going to be playing Schlock, as well as directing the 
picture, therefore he would be moving his face much longer 
than he would have been if he was just an actor. I also 
knew that it was going to be pretty hot where we were 
shooting. It was all exterior stuff, not with a studio, 
so I wanted to make it as easy to take care of as possible 
and still work. 

WHO ARE SCME OF THE OTHER MAKE-UP ARTISTS THAT YOU 
ADMIRE? 

The one I think is the best, and always have just 
about, is Dick Smith. I was a big fan of his work when 
I was younger. I liked his outlook on make-up and his 
concept of what good make-up and bad make-up was. I 
agreed with everything he said. I finally met Dick 
after I graduated from high school and found out that, 
besides being a fantastic make-up artist, he was just a 
fantastic person. He really had his stuff together and 
was just a really nice, great guy. So Dick is my favor- 
ite, but there are so many make-up artists that do good 
work, it’s hard to say. When I was younger and I'd see 
a film that had bad make-up and see the guy's name, I 
used to say, "This guy's a lousy make-up artist", but 
that's not necessarily true. It may be the conditions 
under which he had to work. He may not have had any 
preparation time. Ho time to do the make-up and no 
money, and just tried to do something for the picture 
under those circumstances. All the ones who are into 
appliances and that are trying hard nowadays, I have 
respect for. And a lot of the old timers, too. Jack 
Pierce did some great things with his crude techniques . 
The people who worked for Jack Dawn during the WIZARD OF 
OZ times at MCJM were good. All those kind of people. 

DO YOU THINK THAT LON CHANEY, SR, REALLY DESERVES THE 
REPUTAIICM THAT HE HAS? 

I think some of Chaney's make-ups are really neat, 
especially for his crude techniques. I'm finding out a 
lot of stuff now about Chaney not really doing that many 
of his own make-ups. A guy by the name of Cecil Holland 
did some of them- At first I didn't really believe it, 
but I'm hearing it more and more from different people 
who are old timers in the business that were around when 
Cecil Holland was around, and when Chaney was around 
even, and they all say the same kind of thing. I think 
some of the neatest things about Chaney's make-ups were 
the aesthetic values and the concept of the make-up it- 
self, especially with the crude techniques chat he had 
available to him at the time. Now, he may have designed 
and worked out some of Che make-ups and somebody else 
just applied them. If he actually designed and thought 
out the make-up, then he deserves a lot of credit for it 
anyway . 

OF ALL THE MOVIES THAT YOU'VE W<SIKED ON, WHICH DO YOU 
LIKE THE MOST? 

That's hard to say. Probably Che one I enjoyed Che 
most was SCHLOCK. The one that would probably be the 
best movie of all of them is THE EXORCIST, but I don't 
really consider ft one of my. pictures. It was a Dick 
Smith make-up. I just worked with Dick, just labwork. 

I didn't do any of the creative work, Dick did every- 
thing creative in the picture. 

HAD YOU MET DICK SMITH PRICE TO WCEKING WITH HIM CW THE 
EXORCIST OR ASSISTED HIM WITH ANY OTHER PICTURES? 

What happened was, I wrote him a letter when I 
graduated from high school. I was born in New York, but 
we left there when I was really young, like two, and my 
parents were going to go back to New York to visit some 




relatives. So I wrote to Dick and I sent him some photo- 
graphs of my work and I said that I'd really like to meet 
him and told him what a hig fan I was. Then I got this 
great letter from him and he said he really liked my 
work and that it was the best he'd ever seen from any- 
body like me and that he would really be happy to meet 
me. So I met Dick and spent part of a day with him, and 
he told me so much information in that one day it was 
Incredible. The first time I ever worked with Dick, or 
had any type of learning experience from him, besides 
him just telling me stuff in letters, was on THE EXOR- 
CIST, He just needed somebody to help him on it, to do 
some of the work, and he thought I would be the best man 
to do that. I lived with Dick for about five months in 
New York while I worked on THE EXORCIST. Then we went 
to Iraq and I helped Dick do Max Von Sydow's make-up in 
the opening sequence of the picture, for another three 
or four weeks. That was the only time I ever really 
worked with Dick, kind of as a teacher/student kind of 
relationship, as an assistant. 

DO YOU KNCW MUCH ABOUT THE SEQUEL, THE HERETIC? DID 
DICK SMITH DO THE MAKE-UP FCR IT ALSO? 

Dick did do the make-up. There's a lot of make-up 
involved. There's a deal with Max Von Sydow at an 
earlier age. In the original EXCRCISI, they mention 
something about a previous exorcism that he did. They 
do a flashback to Max when he was younger and in Africa, 
and he exorcises this little black kid. There's kind of 
a neat make-up on this black boy that I like a lot. 

Then it goes back to the present time and scenes that 
happened during the exorcism that we didn't see in the 
first film. So there's a duplication of the original 


ABOVE: RICK BAKER APPLIES THE FINISHING TOUCHES TO THE 
WALKING BABY-MONSTER GLIMPSED ONLY HAZZILY IN THE FILM 
"IT'S ALIVE". BELOW LEFT: A CLOSE-UP OF THE CREATURE 
ITSELF WHICH IS DENIED US IN THE ACTUAL FILM. 

make-up, and then it goes . . . well, it's hard to say 
because they keep changing it. Dick didn't even know 
how it was going to be. But there's a lot of make-up in 
it. It goes beyond the make-up that was in the (origin- 
al) film. 

COTLD YOU TELL US EXACTLY WHAT YOU HAD TO DO WITH THE 
MOVIE FLESH GCRDCM? I UNDERSTAND THERE WERE A LOT OF 
PROBLEMS WITH IT. 

Yeah. I requested not to have my name on the 
credits on that one. I had a lot of friends who worked 
on it and I just did it as a favor. I didn't do any 
make-up in the film. I did a prop building, a little 
building that's shaped like a spider and has a little 
man's head on it, an Emperor Wang's head. Then there's 
a stop-motion puppet in the picture, the Beetle Man. I 
sculpted it and made the mold, but I didn't cast it or 
finish it. And I did a giant mock-up of the Penisaurus, 
a full sized one, in three days. That was the extent of 
my work in the picture. 

HOT IttlCH FREEDOi ARE YOU USUALLY ALLOWED IN CREATING 
YOUR MAKE-UPS? 

It really varies with the picture. Some directors 
and producers say, "You're the expert at make-up, we'll 
leave it up to you". Sometimes there's a vague descrip- 
tion in the script and they say, "Well, kind of do some- 
thing like this, but we don't really care". Or they say, 
"Do exactly this". 

DID YOU CONCEIVE THE MAKE-UP FOR THE BABY MCWSTER IB THE 
MOVIE IT'S ALIVE, WHICH HAS JUST BEEN RE-RELEASED? 

Larry Cohen, the guy who wrote it and directed it 
and produced it, called me in New York while I was living 
at Dick's house, working on THE EXCRCIST, I had worked 
for Larry before on some other cheap pictures doing some 
blood-and-guts make-up and stuff. He told me he had this 
movie with this baby monster. He wasn't really sure what 
he wanted it to look like, just a baby sized thing that 
kills people, and he asked me if it was possible to do. 

I said, "Sure, it's possible", but 1 suggested stop-mo- 
tion, because I'd had some background in stop-motion and 
most of my friends are stop-motion animators. Anyway, 
he rejected that idea, so I told him the most important 
thing was to give me plenty of time to do it in. So he 
said, "Okay. Call me when you get back in town". So I 
did call him and he said, "I'll call you when it gets 
closer to the time when we're going to shoot". Then 1 
get a call from Larry and he says, "We started shooting 
the picture last week and we're going to need the baby 
in two weeks". And I said, "Well Larry, I told you to 
let me know about this". So he said, "Well, it's not 
really that important because I'm never going to show 
the baby". So I went and talked to him and told him 
several ways to do the baby. ' He decided to have the 



most simple one, which was just a dummy baby chat really 
didn't do anything, it could just be repositioned. He 
said he just wanted something for the actors to react to, 
and it was going to be in such quick cuts that you 
wouldn't be able to tell. Then I said, "What do you 
want Che baby to look like?" and he said it just had to 
be muscular and strange and it had to have teeth so it 
could rip somebody apart. I sculpted something and 
brought it out to him while it was still clay and said, 
"How's this?" He thought it was really good and said, 
"Maybe you could make the head bigger, or something like 
that", but it's basically my design. And what happened 
was, when I had the thing finished I went up to I.arry's 
house, where they were shooting the picture, and said, 
"Let me stick this in front of the camera to see how 
it's going to photograph". Larry said, "Don't just 
stick it in front of the camera, let's shoot a scene 
with it". I said, "What do you mean 'shoot a scene with 
it'?" and he said, "Make it walk across the table and 
crawl to its mother". I said, "Larry, it's only a dummy. 
It's going to be used in quick cucsl" But he wanted to 
see it move. I said if he wanted it to move, we'd have 
to do something else. Then he decided on using the foam 
rubber mask and some hands. 


human shoulders in there, and just sit Elaine down and 
roll off a couple of thousand feet with a black back- 
ground and they could cut it in wherever they wanted to. 
Well, Larry ended up shooting little scenes with it. 

Poor Elaine was crawling around on Che ground and every- 
thing. She crawled around with it and tried to hide the 
rest of her body because there wasn't a whole suit. 

Larry actually shot a whole lot more than you ever saw 
in Che picture, and he showed it too much because the 
big suit and Che baby don't match that well. 

DID YOU DO THE WOUHDS IN THE FILM? 

It's funny. What happened was, like I said, they 
started shooting Che picture before I ever came along. 

In the sequence in the delivery room, there’s a bunch of 
blood, but not much of a wound or anything. Larry Cohen 
had a bottle of ketchup and was pouring it over every- 
thing. He decided he wanted to see something that was 
more than just ketchup, so when we were filming the 
little baby monster at his house he said, "Make a bite 
on somebody's neck and we'll put a doctor's outfit on 
him and we'll put him down here on the sidewalk and get 
a shot of him". So I put a bite on a guy's neck and 
they filmed him on the sidewalk with a doctor's suit on. 


SO THEEE WAS THE DUMMY BABY AND ALSO A COSTUME? 

Right. He wanted me Co build it to fit myself be- 
cause he didn't want to have to pay somebody. Elaine, 
nor wife, who at that time was my girlfriend, volunteered 
to wear it, so I built it to fit her. Now Che thing was, 
this was also a rush job so there was no time to do it 
right. The (dummy) baby was sculpted on an armature and 
I didn't sculpt it as if it was going to have to fit 
somebody, so I had to compromise the design (of Che suit) 
slightly so it would fit a human and work. Origiruilly, I 
was just going to build this mask and some hands and some 
shoulders, so they could shoot the head without getting 


AND THAT WAS THE DOCTOR IN THE HALL AT THE HOSPITAL? 

Right. That was on the sidewalk in front of Larry's 
house. Then he said, "The make-up still looks good. 

We'll change his clothes and put him somewhere else". So 
they cook the doctor's suit off and threw him in the ivy. 
(Laughs) That was the only wound I did in the picture 
and they shot it twice. It was just real fast, morti- 
cian's wax stuff. 

YOU’VE MENTIONED YOUR WIFE, ELAINE, SEVERAL TIMES. WE 
WERE WfflJDERIKG HOW SHE REACTS TO YOUR CAREER. 

I used to make her up aloe when ye were going to- 
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gether. She uaa more cooperative then than she is now. 
(Laughs) I don't make her up that much anymore. Her 
face Is getting a little tired of getting spirit gum and 
stuff all over it. But she's real good and she helps me 
when she can. She puts up with everything, hty house is 
full of gorilla models and gorilla things all over. 

Ve've got a room in Che house Chat's a make-up room and 
my masks and stuff are all over it and she's real good 
about it. 

YOU TALKED ABOUT A COUPLE OF FILMS THAI YOU DID RIGHT 
AFTER KING KCWG, C»IE OF WHICH I BELIEVE IS TITLED, THE 
INCREDIBLE MELTING MAH. WHAT IS IT GOING TO BE LIKE? 

Hell, unfortunately, it was another of those things 
that could have been great, but isn't. They contacted me 
when 1 was working on KING K{S5G and sent me the script, 
and at that time the name of the picture was , THE GHOUL 
FROM OUTER SPACE. So I wasn't even going to read it. I 
said, "I can't do this picture. This is gonna stink". 
Anyway, I found out the guy who was directing it and 
wrote it was really crazy about my make-up and wanted to 
use me really bad. Then I said, "Hell, the guy has to be 
pretty smart if he Chinks that". (Laughs) So I read the 
script and there was some stuff that would be pretty 
interesting and hard to do. The basic concept of the 
movie is, it's an astronaut that has been in some journey 
in outer space and he got some kind of disease. And the 
disease Is making him melt. His skin is Just turning Co 
mush. So he has to eat human flesh Co stay alive. So 
besides the melting man make-up, there's a bunch of blood 
and guts scuff. I did a test make-up, which was just 
kind of done mostly on the face, which really turned out 
excellent, I think. I really liked it. It's really 
grotesque and really in bad taste, but it was well done. 

It just happened that they wanted it slightly different, 
and It turned out the actor that played the melting man 
was not very cooperative to the make-up artist. The make- 
up is very much compromised because it was a very short 
shooting schedule and they didn't have time enough for me 
to spend the hours necessary to do Che make-up properly. 
And the actor wasn't really willing to sit there to have 
the make-up done properly. So I had four major stages of 
foam rubber head masks and there were additions and things 
on those head masks. Then there were four sets of hands 
and four sets of feet that went with Che masks. One of 
the most difficult things in Che picture to do, and prob- 
ably one of the most effective, was Che sequence where the 
melting man rips the head off this guy who's a fisherman. 
He throws the fisherman's head in the stream and it goes 
over a waterfall and breaks open and Che brains and shit 
come out. I ended up making the head out of gelatin. It 
was actually cast with gelatin, with a wax skull Chat was 
full of brains and blood. It really worked nicely. When 
it hit on the rocks it split open like flesh would split, 
it didn't break like an egg or anything. And the stuff 
came out and then It kind of collapsed out of its own 
weight. But a lot of the other stuff has been cut, and I 
did a lot of appliances that I never used In Che picture 
because there wasn't time to do it right. 

IS THE FILM COMPLETED? 

Completed shooting, but they're still in the editing 
stage and I really don't know who's going Co release it 

HOW ABOUT STAR WARS? HAS IT BEEN CCMPLETED YET? 

Yeah) except for maybe a few opCicals. It's sup- 
posed to be out in May. 

WHAT DID YOU DO IN THE FILM? 

The film was done in England. Stuart Freeborn, who 
is a very fine make-up artist, did some aliens for the 
film and the director, George Lucas, didn't really agree 
with Stuartls concept for some of Che aliens. Stuart had 
also gotten sick during that time and couldn't really do 
them the way he wanted to. There's this one major 
sequence in the film that has aliens in It, and it cakes 
place In this cantina in outer space. The main charac- 


ters of Che picture go into this cantina and there's a 
bunch of weird aliens from all these different planets. 
Most of Stuartls aliens were animal based creatures. 
There's a little tat man, and a little alligator man, and 
that kind of thing. George wanted more way-out looking 
aliens. So they just started looking around town for 
somebody to do it and they liked my work. One thing I've 
got to say though, when they actually told me Co go ahead 
and do the film, 1 was already working on THE INCREDIBLE 
MELTING MAN, and I couldn't really devote my full time to 
STAR WARS. Because we had very little time, and many 
aliens to make, I got a crew together of five people and 
those five people did Che majority of the work. 

WHAT'S IN THE FUTURE FCR RICK BAKER? ARE THERE ANY FILMS 
YOU'RE PLANNING TO WC»K CBl, OR ANY PERSCMAL PROJECTS YOU 
WOULD LIKE TO SEE DONE? 

Hell, there's a couple of people that have talked to 
me about some things Chat I would like Co do very much. 
One is, they're going to do a feature of STAR TREK. They 
calked Co me about doing some aliens for that. Another 
is, they're Calking about doing a new version of TARZAN, 
much closer to the original book. There would be all 
kinds of ape suits in that. I don't really have a pro- 
ject of my own, per se, that I would like to see get 
done. But I would like to do just any film that I 
thought I could do some make-up for that I thought was 
really outstanding. I'd want it to be some kind of ap- 
pliance make-up, not just a straight make-up. Whether 
it's an old age, or a really neat disguise, or a really 
great monster or something, just to be able to do a pic- 
ture and say, "This is a great picture and I think the 
make-up is really good”. 



ABOVE: RICK BAKER EXAMINES THE AGED LIFE MASK OF MISS 
CICELY TYSON ESPECIALLY CREATED FOR THE TELE- 
VISION SPECIAL "THE AUTOBIOGRAPHY OF MISS JANE 
PITTMAN." THIS MAKEUP STUDIO HAS BEEN SET UP 
INSIDE HIS OWN HOME FOR VARIOUS EXPERIMENTAL 
PURPOSES. 
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AN INTERVIEW WITH: 

GEORGE CLAYTOIV JOHPfSOIV 


CONDUCTED BY Dennis Fischer 


How does one Introduce someone else to George 
Clayton Johnson? To many Los Angeles LOGAW'S RUW fans 
he is affectionately known as "Crazy George." To 
others he Is science fiction's oldest hippy. Whatever 
else he may be, George Is a science fiction fan and 

Among other credits, he has done numerous TUfUIGHT 
ZONE episodes, co-authored the bestselling LOGAN'S RUN , 
and wrote the premiere episode of STAR TREK, titled 
"The Mantrap." (The Mantrap? You know, the one with 
the incredible salt vampire. Oh.) 

Talking to George Is an interesting experience Just 
within itself. He Is as colorful a character as the 
clothes he tends to wear, which needless to say are 
quite bright and vibrant. He loves to deal with ideas 
and concepts, and when he gets excited he starts talking 
quite rapidly, throwing out consciousness expansion like 
steam billowing from a boiler on overload. Often this 
may lead to a minor error In the causal chain of his 
argument, usually some non-pertinent fact, but for the 
sake of being punctilious, this has been corrected in 
notations. 

George has a great respect for the people he talks 
to. He very much wants to get his ideas across, deliv- 
ering his pearls of hard learned wisdom to listeners as 
some dogmatic priest might work hard to instruct the 
flock of his disciples, only It isn't religion that 
George Is pushing, but merely an awareness on the part 
of the Individual of the wonderous world around him. 

As Theodore Sturgeon has said, science derives from 
a&ientoa meaning "knowledge." In other words, science 
fiction is knowledge fiction. George will eagerly 
danonstrate how a simple deck of cards might contain 
lost knowledge. He includes kernels of concepts In most 
of his writing. He expounds ideas, hopes, and dreams 
that range from logical extensions of today to wildly 
improbable visions of tomorrow. He immerses himself in 
endless projects which he works at with religious fervor, 
but behind the ever-growing stacks of paper on his desk, 
he is accomplishing a body of work that demands greater 
notice, attention, and respect. 

Recent writing credits Include a collection, SCRIPTS 
AND STORIES WRITTEN FOR THE TWILIGHT ZONE , the short 
story "Devlin's Dream" (FANTASY & SF, Sept. *78), and 
the soon to be released SIX GREAT TV SCRIPTS which will 
include the original first draft of ' i hel^ntrap." 

Let's begin with his work for STAR TREK. 

OO-D-Q 


HOW DID YOU END UP WRITING FOR STAR TREK? 

John P.F. Stack wxw tfie itony ediZon and a^iociatz 
pnodiLceJi on the ivu>t ieoaort, uihich com-Utzd o^, I 
think, the thi/Uezn altowa. (Hal a OiJ 

mine, and we had met 6itting on a bench oiitiidz the 
oi^ied oi a. pn.odu.ceA named SuAt. LeanoAd, Mho pnoduced 
a ihoM called ROUTE 66, and wa uieAe both young wvUleAA. 
We toeAe both aeJUng jobi, and we we/te both making aufa- 
miiiloM 0(5 ou/i Idean thexe, having what they call a 
itoAy conieAcnce, oa, in the biu,ine.ii, a meeting. And 
while wailing ioA that meeUng, John and I became 
{Aiend^,. In ^act, in tkoie dayi he wai Jack Slack, 


and when I ^ound oul hii name wa/, John D.F. Black, I 
doid, "hJhy, that'i AemoAkable. John V.F. Slack; it 
Aeally lookd itAange." 

And be^oAe long he Aoie thAough natuAol meAit to 
become the itoAy editoA oi the iZAizi. He told me 
lateA that in taking vdth Gene RoddenbeAA^ about get- 
ting a job, he had done ^i^teen minuted on me. And 
telling John that he IRoddenbeAAy] thought I wii a vexy 
good WAitex, eipecially in that he had teen a tele- 
viiion play 0(5 mine, MR. MOl/AK, and he alio had uxitten 
a MR. NOMK, and he comidexed it to be what he called 
good ioap opexa. Really good ioap opZAa. So he [Jofin] 
xecommended to Gene that Gene get in touch with me, io 
Gene did. 

At the iixit meeting it i«u agxeed that I wad going 
to wxite one o^ the epidoda, but we didn't know which 
one, do we didaxided d-evexal Head. One o{ the idead 
I dtaxted on actually wad called "Chicago II", bat we 
only got about hal^ \inidhed with it when we {,ound oat 
that Haxlan Elliion had been hixed to mite "Chicago 
11" undeA the name "Tfie City On The Edge 0(5 FoAevex", 
but badically a dirrilax kind o^ idea, baaed upon a 
laxgex idea by C.M. Koxnbluth called THE SVUDK, a 
claiiic icience fiction novel. 

THEY MAY HAVE ALSO USED THAT IDEA FOR THE EPISODE "A 
PIECE OF THE ACTION." HOW DID YOU GET STARTED ON 
"THE HAN TRAP"? 

So then the ''iolt vampiAe" idea came up. At that 
time ltd title wad "Vamiel with a Vulcimex". It wad 
Aetitled by Gene to mafee it ’’The Man Tnap." I Aecelved 
the go ahead {Aom Gene on the idea oi the dhape changeA. 
Then I went home and woAked hand i5iW about thuxty dayd, 
and I ramp back with a icxipt with which I wad vexy 
diddatid^ied and I wad Aeluctant to dhow the dtoAy 
editoA. I told the dtoAy editoA, John V.F. Slack, 
what my ^eelingd wexe, and he oafeed me then what wad 
I doing, and I dtaxted telling him what I wad doing, 
and at a cextain point he laid, "Oh, you aee the pAob- 
lem id that you don't get the cxeatuxe aboaxd the dhip 
iodt enough. The dangex id once the cxeatuxe gets 
aboaxd the dhip." The minute he doid that I coutd aee 
wheAe my thinking had been WAong. The initial concept 
of, the dtxuctuxe, the vexy dhape which the dtoAy took, 
duddenly collapded into my mind and I went home and in 
a matteA of judt a i5ew dayd completely AewAote it with 
hid bledding, bAought it back, and he liked it immedi- 
ately. RoJdenbexxy dtoAted tinkeAing with it the minute 
he got hid handd on it, AewAote a numbeA o^ acenea 
which I think downgraded the dtoAy. He did, I think, 
the dame kind of downgxading and cheapening JoAn 
V.F. Slack'd itoAy, "The Maked Time.” The oAgument he 
gave me when I accuaed him of doing thid to John V.F, 

(I wad a tittle hzditant to accude him o^ doing it to 
my own becaude I didn't wont him to think of me oa the 
pAima donna authoA who couldn't dtand to have hid woAk 
olteAed, 'cause that wadn't the case. But I thought 
that wAot fie wxa doing to the worfe wad by and laAge 
dumb] , do when I aow him doing it to John V.F. 'd, I 
aoid, "Look what you're doing to John O.F.'a acript. I 
liked it better before you dtaxted fucking with ilt." 

And he aoid, "WetC, you aee tfie dpondoxd, the netwoAkd, 


and the. ttudio, and the. ^act we teue all thztz a<Uo/u, 
\jeAy expe«A^ye actou, coimUtted to tke^t i/aaloLU paati, 
and i-i we don't have ejwagh (,ootage on any given ihoui, 
enough oij Spocfe, enough o^ KOik, oi tfili In the alght 
kind 0|5 mlxei. So tiiat'i lohy I took the dialogue oat 0|5 
the mouth o^ tkit zhaAaeteA. and put It Into M'l. 5poc.fe'A 
mouth, 60 Mfl,. Spocfe woa£d be on the baldge ln6tead o^ 
thl6 chaaacten.." Q^ten tlme6 having Va. Spoek 6ay llne6 
0/1 adopt attitude6 that he aeatty laouldn't want to 
adopt. Ho/vnalty that wouldn't be within the eha/iacten. 

0|5 thl6 Vulcan, but It woaked better that way. On 
even giving Spock "Kl/ik" Zlneo, on. KOik "Spock" llneo, 
depending on whether you wanted to emphasize Kin.k, 
and It did 6eem that In the {ln6t ieoaon that thene 
wa6 a Heal ha/id pu6h to make KMi, that l6 to 6ay 
William Shatne/i, the 6taJi, the definite 6taA oi the 
plctuAe, and to make M/i. Spocfe — Leonand hlmoy — a 6up- 
poAtlng acton to Kink. So oiten timet l( a ttony, 
though It wete a good ttony {In ^act mone engHottlng) 
didn't have that kind o^ emphatlt, Roddenbe/iAi/ would 
give It that emphatlt. And he uted the tame a/igument 
all along. I pvuonaZly think that that'6 a icuAly 
domb Keaton, and I think that M*A*S*H thowt how ^leK- 
Ibie a jonmat can 6e and ttlll maintain the ioKmula. 

1 mean now one can keep the {onmat and change the 
^oKmuta, but 1^ you keep both the ^onmat anS the 
ioKmula you mafee pnofa-tenw ion. youKteti. 

HOW WAS IT WORKING THERE? 

Veny pleatant wonklng attoclatlon, except ion. thote 
dumb ciiti, and vzKy thnltllng to come onto a tet to 
watch thli tto-ii happening. To watch them take cand- 
boand boxes and spnay stucco and caeate templet and 
things like that. To watch them titenally once a week 
build a new ptonei. You know theae wot a tnemendout 
amount oi obvlout Intelligence going on at all levels, 
so one had to back away uSien It got to the question 
"wot the stony the pnlmany thing?" I pensonally think 
It Is. I thljtk LOGAN’S RUM Is an example oi what 
happens, I think the dlHenence between the novel, 
the movie, and the television tenles shows what 
happens. The less stony, the less onlglnallty In the 
stony, the mone pnedlctable the thing Is, the slmplen 
the stnuctune Is, and the dumben It gets. And slowly 
something can be degnaded. I think the key to keeping 
something exciting Is the stony line. That's why I've 
become. In my llietime, a specialist In stonyllne. 

Some people think, "Well, I'm good at atmospkene," on 
"I am good at the scnlpt" on "I am good at stony con- 
ienences, iigunlng out fiow It all goes." Mi/ skill Is 
the stonyllne, 

1(5 you wene to take a stony In a papen clip, let's 
say, and you stnalghten the papen clip out [and you tny 
to make the papen clip nepnesent the stony}, and you'ne 
neading along and the plot changes, so you put a bend 
in the papen clip, and then it goes oU that way, so you 
put anothen plot thing, and then it goes on stu^ht ion 
a little while, nlslng like this, then you put anothen 
little bend In It, By the time that you have bent youn 
little papen clip up, it ionms a little shape. Good 
stonles have the quality that theln shape Is not like 
any otheA stony's shape. So distinctive one these 
shapes, that one can begin to deal In these shapes and 
see what that invisible bent-up wine ionm Is that holds 
up all those dlHenent elements togetfien. That thing, 
whateveA it is, I call It a stonyllne, and In television 
thene is a lot oi dealing with stonyllne. They mnt you 
to wonk out £m outline iinst that usually shows what you 
call the action-line. It's not the philosophical changes 
that cause a chanacten to change, but what physically we 
can see visually. 

Many oi the people who one wonklng In television 
{and its deet^est heoAt} one wnitlng ion a tv set deliben- 
ately in theln mends. That Is a black and white set; 

It's about eight on nine on ten yeans old; that has a 
veny poon antenna; that is out oi iocus; that has a 
limited ileld; that has veny poon contnast; and that 


nendens only the most pnosalc on the most abstnact oi 
images. Nonetheless, on such a set you can tell the 
dlUenence between Telly Savalas and the othen cnook. 

Now that ability to tell the dlUenence between Telly 
Savalas and the othen cnook is like the bottom line, 
and ii you canno-t mafee that absolutely clean by eveny- 
body’s actions and gestunes and dness and demeanon and 
compontment and evenytking, and li thene's any blunJilng 
oi that, that poon vlewen who Is looking at that thing 
thnough a nine on ten-yean-old set Is not getting the 
essential Inionmatlon to see what the hell Is going on. 
So tv tends to be, by those seli-same pnactitionens I'm 
talking about, scnunched down to ilt that ionmat. So 
li you want to tny and show a mone subtle .image, you 
want to tny and show by the ckanacten's iace emotional 
demeanon. Ii you want to show uniat's going on, then 
you can't leave it up to the actons to show it. The 
pnoducen will always demand that it be made acton-pnooi, 
so that the acton doesn't have to be able to act, just 
so long as he says those wonds, the soundtnack, the 
eantnack will maintain enough stnength to keep you 
undeAstandlng what's going on. Ii you lose the sound 
you'ne doomed. The sound Is the bottom tine and the 
images should be veny simple and steneotyped. Gene 
Roddenbenny makes an image that Is much too beautliul, 
on muck mone beautiiul, than the nequiAements oi the 
game, and we make stonles that ant much too complex 
ion the nequiAements oi the game. Nave you noised 
that eveAy time they nenun it, that each time they 
neAun it in a cheapen time slat, they have mone time 
ion coimencials, and so they must take out one mone 
tiny little scene- on tiny little cJnmfef 

AND THE STORY STILL HOLDS TOGETHER... 

And the stony still wonks. It stilt wanks, even 
aiten all those cuts, cutting deepen and deepen, 
taking an houn down to 38 mlmtes, you can still nead 
the stonyllne thnough it, although you lose the colon. 
Vou lose sometimes the veny essential meaning to it. 

It faecomea too actionized and stops being philosophi- 
cal, unless you can imbed the philosophy in the 
action. 

The neatly good seneenunitex Is the penson who 
can show evenytking and not tell anything. The neally 
good novelist Is the gay who can tell evexythlng and 
hoAdly show anything. It's a veny stnange mlxtune 
between skills nequined to be a novelist on a seneen- 
wniten. The scneenwnlteA mast show evenytking; they 
must make demonstnable by what they do. Ii he is a 
bad guy, the novelist can say, *He waa an evil mn, 
evil to his heant," and that takes cane oi it, Tfee 
seneenwniten has to show him coming out oi some doon 
kicking some kid oven on something, so vx. must say, 

"Oh wow, Zook, Fnom his behaoion he must be a mean 
guy” and dnaw that conclusion. It tends to simptiiy 
things, which Is wny I think a good book Is always 
betten than a good movie. Even a dynamite movie Is 
at best a shallow pant oi a neally good book. Thus 
the neal ant ionm, the deepest ant ionm, is the book 
ionm because It allows the neaden to mafee the deepest 
contnlbution; theneione It allows the wniten to skip 
the annecessany detail and go to the heant oi the 
matteA, thnovMJig oH enough clues that the neaden can 
make assumptions and thtAeione stay upon some kind oi 
tnack. WhetheA iwo neadens get. exactly the same image 
is Innelevant, as tong as they one alt inacking it and 
mafeing a complete doam inside oi theln bnalns out oi 
what they got inom it. So Hat's a veny long and 
complicated answen to a veny simple question. 

WHAT CHANGES WERE HADE IN "THE HAN TRAP", AND HOW DO 
YOU THINK IT AFFECTED THE STORY? 

klell. I'll give you just an example. The Initial 
scene oi "The Man Tnap" as on^inally conceived was 
that LeonoAd McCoy and Captain Kink a/ie entening the 
tnansponten on the ship ion the punpose oi being 
beamed down to the planet suniace to begin the stony. 


iaan a iZy thAougk 0/ Zhz tkip, becowe ZhaZ'i 
Zhz iZatvicvid lonmiZ arid ui&'vz hzwid Zh& iong and we 
know whaZ ihow we'^e waZcZUng now, and we cuZ Zo Zhz 
beginning oi Zkz iZmZ acZ, and we'^ie noZ on Zkz 
b>udgz, wz'fLZ appioaohZng ZhU, ZnayiipouZZA. Koam, walk- 
ing Zhkough hatiwayi, Zalking and coming Into Zkii 
Z/iamponZeA /loam. How Zhz chanacZzA oi Vn. MeCog was 
a \)ZA.y andzilnzd cha>LacXz>i. I'd only 4een onz show 
oi iZ and was zxpzcZzd as a pioizssional wUZzA Zo 
oisu.aJU.zz all Zhz suJULounding zllzs, and each Zilz 
ZogeZheA would (jo/un Zkis hagz, colossal Zking we know 
oi as STAR TREK. BaZ we jUSZ had onz oA. jjew oi Zhz 
zhzs. Qnz OA Zwo oA thazz oi Zhz Zilzs in place, 
and 1 had only szzn onz Zheirt, so on Zhz basis OfJ 
ZhaZ onz I was zxpzcZzd Zo dazam up vension OjJ 
STAR TREK. So I had LzonoAd McCog saying Zo Captain 
KiAk, OA KiAk saying someZhing Zo Lzonand HcCoy 
somelhing about, "HlhaZ's WAong^ Bones?" and Bones 
saying, "Look, I jusZ don't like Zhz whole idea oi 
Zhz tAanspoAtzA. I don't coAZ how tight any beam is, 
thzAz’s some scoZZza, and I don't like tkz idea pi 
atoms oi myszli being IziZ all oozA Zhz damn anlozASZ. 

I just don't like ZhaZ idea. And this thing giozs me 
the cAzzps, This tnanspoAtzA, and I tzU you that 
and Td usz it as litZlz as possible," And ZhaZ soAt 
0(5 dialogue, wheJizupon Captain Kink says, "Honsznsz" 
and iJizy show up on Zhz planet suAiacz, whzAzupon we get 
iome oi Zhz backgAound. In place oi that icene corner 
a scene wAitZzn to Azplacz it whzAZ McCoy and Zhz Cap- 


tain OAZ getting into the tAonspoAtzA. _ Tfiei^ OAZ talking 
about some iloweas that oAz being caAAizd Zo gipz Zo 
this giAl whom McCoy is going to be meeting (his old 
giAliAiznd] whom he knows is going Zo bz on this 
planet, this so called Haney CAotzA. Now the business 
about Zhz ilowzAS, ioA me, is kind oi in a cZAtain 
way veay subjectively soit, wkeAzas <fie business about 
the tAanspoAtzA is ioA me objectively hand, and it 
also makes a p'lom.cie oi iutuAz episodes. It says ZhaZ 
one oi these days we my see a stony about a tnars- 
poAtzA matiuneZion. It lets you know that Zhenz oAz 
limitations on Zhz univzASZ. But it was taken out, 
so th^ laZzA on when we ^ee Zhz iiAsZ tAanspoAtZA 
maliunction stoAy we oAz not pAzpoAzd ioA it. we 
oAe AzgulaA viejweAS, it comes out 0(5 ifte blue to us. 

Now I ielt ZhaZ was damaging to the zntiAz concept. 

That little mini-sZoAy implanted in Just a ieiw lines 
0^ dialogue, setting the scene, is supeAioA dnama- 
ZuAgy Zo the business about, "0h,_ I Aee yop need Zo 
take along some iloweAS to get giAls Zo IMiz you. Is 
ZhaZ youA thing?'' It's Just a little bit oi iamilioA 
AaiilzAy between two pals. 

So when I Just Azcently sold a collection called 
SIX GREAT TV SCRIPTS to Veil Books ioA ZkeiA boofe.4 ioA 
young AzadzAS [LauAel Lzai edition books 1, one pi 
those tsj scAipts is "The t^an TAap", and I put in tkz 
oAiginal, Tfie white pages. The onz beioAz all Zhz 
AeaniZes because I eoni.cde'Led it head and shauldzAS 
bettzA. Mow, so did HoAlan Ellison. . Hanlan did the 



iame thing. He weitt out and won a Htbixta Auxvid on. 
iometking ^on. hC6 ic/Upt, Some damn atavid that he 


A HUSO. 

A Hugo ^o/i hti iCAtpt, itt? Mow thz ihow on which 
it uxu boied t& txteyiituzly pant oi -the data that 
j'udgmznt uxu baied on and pant o{ it, I auppoie ti 
that iCAtpt, Haatan betng 04 i.ndz^attgabZ& 06 he. ti 
in Random, and o6 oocoi 06 he il, and o6 oentfiaZ 06 he 
l6, managed to teak the tnionmation oi what hii 6au.pt 
Wtt4 att about, and managed to 6pn.ead the. ieedi 0|J kU 
anhappiMZ66 oue/i the changes that had been made in 
hU 6aUpt, which he con^ideaed. . .which he catted, 
butcheoif. He i6 a tittte bit mone outspoken than I am, 
iee? So iheAe i6 a tendencif ion theae to be a tot ojj 
buicheAy. 

I eemembea having an OAgument with Gene Roddenbenai/, 
the gneat 6peckied liOid the univevue himieti, in 
which I ioid to him, "I'm unhappy about thiu." And he 
6aid to me, "Look Geoage, it may wett be, and I don't 
atgue with you. Vou know one hett o{ a tot moae about 
science iiction than T do." And that ii tnae. This is 
damn tnue. So he says, '"/ou know one hett o^ a tot 
mo/ie about science fiction than I do; howeuea, 7 fenow 
moAe afaoat this show beeaixse I cheated this show," 
WheaeupoH I stanted to aemind him that he cheated this 
show by reading 'Captain futuae' . 

'Captain Futuae' , which was a puZp magazine which 
Aan ioA. indetenminable damned issues, was about this 
guy catted Captain Futane, who was in this spaceship, 
who had this Aobot catted Ontho, I mean an ondAoid 
named 0/itho, and a nobot named Gnag, and a bnain in a 
gtass cage catted Simon UAight, and Siwon was the Ma. 
Spocfe chanacten, and these othen. choAacteAs inter- 
changeably played the other aipecti o^ what was a iour 
man ship, which then became the great itoAahip, 
"EnteApACAe". But it's basically any single episode 
0(5 'Captain Future' is STAR TREK. Read on. Read the 
other, and i^ you cannot see that one is the direct 
tineat deicendent o^ the other, and merely Ae*thought 
into a wide AcAeen oA video bind 0(5 ^oAmot as opposed 
to a pulp format. But the act o^ creation is minimal. 

It's like Ma. H.G. Olells did a story about they out 
there are about to get us, and now along comes- another 
guy and writes AMPRQMEPA STRAIM. only this time the 
"they" that are about to get us are not Martians, bat 
germs, microbes of some kind. It's basically still 
the same story. It's the story of the -invasion from 
out^ Space. It is the story of the aliens among us. 

It is the story of this great dangeA poied by this new 
element and its potential, and how are we going to deal 
with it. A completely different tale tiuit they derived 
from cormon root. I think the difference there is 
greater than the difference between 'Captain Future' 
and STAR TREK. 

Now, that is not to say that STAR TREK is not an 
incredibly important event in that it took to viewers, 
people who do not read, but have viewed. There are 
three classes of people in this literary firmament that 
we inhabit here; one of them are people who have writ- 
ten; then there are people who have read but not writ- 
ten; then there are people who have viewed and not 
read--and this viewing audience, basically sight- 
oriented people until rock'n’roll came along, which 
made them just like the rest of us— all ear oriented 
peopte--those people have their major input science 
fiction-wise in things like CLOSE ENCOUHTERS OF THE 
THIRD KIND, STAR lOARS, STAR TREK, SPACE: 7999 (which 
is STAR TREK revisited] or LOGAN'S RUN which is STAR 
TREK Aeviiited in terms of the television look 0(5 it. 

We can’t tell the dii5<eAence. We can't tell the dij5- 
ference between the pMts. They're the same little 
stories. The same little games with infinity. The 
same little games with imenslty. The same little 
gomea with inteA-penetAotion of one little reality 
with another. The same little gamea of conaciouaneaa 


and its natuAe. What -is the nature of consciousness? 

All those ideas that were done in the first thirteen 
episodes of STAR TREK have been recapitulated and re- 
capitulated and recapitulated so that now every hack in 
Hollywood knows those plots. 

No new plots are emerging. lan’t that inteAeating? 

No new onea coming atong. CLOSE ENCOUNTERS is basic- 
ally one more variation on THE ANDROMEDA STRAIN which 
ia hasically one more variation on H.G. iilells' story. 

So the seminal work, the creative work, has all been 
done, and everything else we see around us is just 
mopping up, And STAR TREK is just an example of the 
mopping up. That's what it is. 

TO BACKTRACK A LITTLE, DIDN'T THEY EVENTUALLY USE 
THAT LINE WITH McCOY THAT YOU WROTE AND WHICH WAS 
DISCARDED FROM "MAN TRAP"? 

I'm not auApAiaed, but then again it’s the case 
why television writers have been made so aware, and 
have become ao submissive to the idea that television 
is a medium for mafeing sales and selling soap, and 
that all other considerations must pale before that 
s-ingle criteria. Cost per thousand. That^s a false 
idea. It's a false idea pAomoted by three outfits 
called ABC, NBC and CBS. The difference between them 
you cannot tell. Unless you see the logo or read the 
channel number, you cannot tell the di|5^eAence between 
them. They are as alike as peas in a pod. There is no 
diversity in television. 

Television is public airwaves, and it is definitely 
being oaed as a medium for selling soap, and, in the 
guise oi5 a medium for selling soap, it is a commercial 
user. If something is being done ^oA the ^ioat -time, 
it is not commercial. Commercial by definition means 
ordinary, familiar, almost trite, almost cliche'. Then 
it becomes coimercial. Then it can appeal to the broad- 
est mass 0(5 men, rather than a very narrow segment of 
them. 

We in acience fiction and fp.ndom are a very narrow 
aegment 0(5 that really, really wide maaa. I, mgaet^, 
am a specialist in reaching the big numbers, rather 
than the little numbers. That's whg my LOGAN'S RUN, 
with iUlliam F. No^in, reached the moviesT'reacfiea 
televis-ion, because all those considerations were 
taken into consideration before starting. Many novel- 
ists put just as much time writing a book you could 
never make a movie out of. They don't thinh o^ the 
movie potential of it, or they could never be degraded 
finally ^m a movie into a tv series. When I say 
"degraded" that's only because of the mentality of the 
people who own it and are running it right now, but 
once it is truly being used as it should be, as video, 
once we begin to utilize the potential of video (not 
^oA doinq cormercials, selling soap, or making station 
breaks, but for making drama and making other feinda of 
consciousness expanders] , then it’s going to be a whole 
new game. 

We're in the primitive stages of video right now. 

The initial stages. Are you aware that— what 2St 30 
years?— that the whole business of video -is less than 
40 years old? Less than 40 years old. That's less 
than one lifetime. The world of man as we know it. 

The world of civilized man, is only about 50 lifetimes 
long. Some people refer to it as maybe as many as BO 
lifetimes, but 50 ti^etimea. So about half of a life- 
time is all that video has been oAound out of those BO 
lifetimes. Cut of those lB-30 years it has become in- 
gAoined aa a concept in the mirds of a small portion 0(5 
the gtobe. But once it'a penetsated. Once everybody 
realty learns the language, and once the power over it 
has been wAeated out o^ the fianda the thAee net- 
works (w/io oAe bod wwogeAa of these airwaves] then it 
can be devoted to consciousness expanding. This is 
not to say the airwaves are not consciausness expand- 
ing. They are. By their very nature they have en- 
lightened ua. They have ^taught ua how to watch ^oA 
the crooks. They have taught us how to spot the lie. 


We ha\JZ IWined to look aZ that SayzJi wtmeAciaZ 
cind 4ee that it my be t/iaz about aipintn, but why do 
thzy feeep iiuii-ttng that Sayea aipiJUn ii tkz only 
kltid, 01 zijuating the woJid oiioOUn with day&n.? ^nd, 
the/i again, do thzy have thz ^aintzit idea, what 
thz oipiAin ii doing to mkz thz hzadachzi go away? 

Wo. It addi ox.ygzn to thz btooditazam in iomz itriangz 
way. Ji that iti azoion? Thzy don't know. Uobody 
knawi why aipiAtn woaki, yzt t^zy OAZ matkzting it 
wWi iLiefi iltck abandon t^iat thz implication ii that 
zozaything ii known about aipi/iin, but nothcng ii 
known about oipOiin. fJothir^ ii known about 991 o^ 
z\jzn.ythij\g. 99| oi zuzAything a/iound ui wz ^kz on 
iaith, on monkzy izz--monkzy do, and it'i quitz clzaJ’. 
that baabaniam witii almoit no zomciouinzii at alt 
can dnioz cam. So comciouinza zx.paniion ii going 
on. Thznz'i puzcioui littlz oi it going on in thz 
univzmz. It could be p'lomo-ted by \iidzo, and human 
comciouinzii could be znJUxKgzd in a maximum way with 
uidzo, ii uidzo wz/iz uizd ^on. that puapoiz, but it hoi 
not yzt nod itizli pointed in that dinzetion. 

Euen by thz ichooli. Thz ichooli lock up all thzin 
uidzo zgiuipmznt. fioit oi it ii locked up in thz 
libnany iomzplacz, and you have to go through iomz 
thinty-izvzn ioAmi to check it out any puapoiz, 
and it languiihzi theaz, anuizd. Thzy have had typz- 
mitzAi in cotmeA-cial pkacticz in thz woAld ^oa tniAty 
yearn, and thz ichooli one not yzt uiing them ai paAt 
0^ thz dzuicz whzAzby thzy'KZ uizd ai tooli. 

Thz ichooli OAZ a joke. Thz hoipitali aJiz a jokz. 

Thz zneagy iyitemi ojiz a jokz. GovzAnmznt ii a Jokz. 

Thz media ii a Jokz. Thz ^aianza oi zuzJiything ii a 
Jokz. Uhy? Bzcauiz thzAZ a/iz too many mean, imall 
men at thz centen oi thingi. That izemi to have aluayi 
been thz caiz, but iJ:'i Iza io. Mone and moAZ thoiz 
mean imall men oxz getting gAabbzd and told, "(Oait a 
minutzl Fiuz yeoAi ago you accepted a bAibz" OA "Two 
yzoJii ago you uizd youA. powen. to do thii on that WAong- 
iully" on "How you a/iz going to have to pay a big iinz 
bzeauiz ioA yeoAi and yearn you'ue been do^ an illegal 
pnacticz on pzople'i headi, and you had thz powzA to do 
it, io you’uz juit done it." Mo-'ie and mone oi thoiz 
icoundAzli one being bAought to heel. HoAZ and mo-'ie 
we oAZ becoming a nation oi mny, mny iouzAzlgn nationi 
within a nation. 

I mean, U.S. Stz&l ii a company, ii a coApoAotion, ii 
a univzAiz, ii a woAld. Tt'i a itatz. Eveay mnuiactuA- 
ZA - thz guy who ii making ioam AubbeA mattAZiizi out 
hzAZ in GoAdznia - ii a imall empiAz. Hz hiAZi 30, 40, 

50, 60 pzoptz at a gAzat big iacutoAy, and hz, himizli, 
ii a feingdom, and pAobably thinki oi himizli ai a king- 
dom. He'i willing to iuppoAt hii klngdomhood to thz 
city'i kingdomhood, to thz itatz'i kingdomhood, to thz 
nation'i kingdomhood, and iinally to iomz kind oi 
g-ioboi kingdomhood. OuA pAoblem ii getting that all 
togetkzA io that wz can get ouAizluzi on l^dzAi oi 
htzAoAchy whzAZ it'i all {oiA. 

Thz tAoublz ii moit zvzAything ii uniaiA. And 
oideo, that'i why my Job ii making coniciouinzii ex- 
pandzAi) that'i why I ceniidzA myizli a mkzA oi con- 
iciouinea expandzAi. I'm tAying to zxpayd camcioui- 
nzii. I'm wing tzlzviiion and iciznez iiction oi thz 
tooli to Azach thz loAgzit numbem oi pzoplz with thingi 
which will znloAgz a comciouinzii by pAZiZnting you 
with iomething that ii biggzA than you oAz. A view o^ 
thingi. WhetnzA philoiophicaHy, ityliitically, OA in 
thz ioAjn oi 4ome othzA kind oi content inuoiuing iniini- 
ty. Thz iniinitzly langz, thz iniinitely imall, oa iomz 
otheA aspect oi liiz wfClck ii coimic and thzAzioAz az- 
mindi ui that tkzAZ ii moAz kzAZ in thz univzAiz going 
on tfaui wz oaz willing to givz it cAzdit (jo^. Tbot we 
almoit alwayi tAy to -tie thz oAdinoAy thingi up, and wz 
tAy to undzAitand them too quickly, and it ii only ouA 
moit contAOAy mindi that iinally ^o'lce lu, to Azeognizz 
thingi likz thz zxiitzncz oi gnavety, oa thz zxiitzncz 
oi hzAzdity and thz inioAmation that ii iniidz oi thz 
gene, oa, -in thii coiz, populaA cultuAz oA iciznez iiction. 
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Thz impoAtanez oi populaA cultuAZi what pzoplz do and- 
did 10 yeoAi ago, 15 yzoAi ago, 20 yeoAi a^o, 40 yeoAi 
ago -- ii vzAy, veAy impoAtant. OuA qAowina awoAznzii 
oi this thAough thz zHoAti oi -science iiction ian- 
dom and science iiction. conventions is making ui moAZ 
awoAz. At a ceAtain itagz tkzAz will be enough awoAZ- 
ness tfiot we wiii Azach cAitical moss . It may be only 
51 oi thz pzoplz on thii globz all at thz some time 
being owfee, bat it's not going -to takz a hell oi a 
lot moAZ than that, and at a cZAtain point wz'az going 
to Azach CAitical mass and iuddenly consciousness is 
going to cAacklz zvzAy zvzAywhzAZ. Even -tliose pzoplz 
who havz been tAocUtionalCy asieep and uncomcioui, 
bzcauiz tAaditionally most OjJ us go thAough zvzAy day 
uncomcioui. 

HOW CAN SUCH A THING HAPPEN IN A WORLD WHERE ASPIRIN 
ADVERTISERS CAN MISLEAD PEOPLE INTO THINKING THEIR 
PRODUCT CAN "CURE" ALL SIZES OF HEADACHES, WHEN THEY 
CAN CURE NO MORE THAN TWO DOLS OF PAIN. OR, IN OTHER 
COUNTRIES WHERE THERE ARE NO LAWS REGARDING TRUTH IN 
ADVERTISING, A SOFT DRINK COMPANY ADVERTISES THEIR 
PRODUCT AS BEING MEDICALLY BENEFICIAL. 

You'az Aight. You've put youA iingeA on thz cAux 
oi thz diiiiculty. Thz iituation is, howzvzA, that 
wz'az Azaching a pzAiod 0|5 eniigfitenment and a pzAiod 
oi exposure ttwt thz pAacticzs oi thziz pzoplz oaz now 
becoming well enough fenown, that -tfie'ie's enougfi dis- 
appAoval being gznenated hzAZ, that small, but IncAzai- 



inQly langeA, zonKzcXLonh oa-z bzing madz, 

I miui tztt you. tlwjt zvzA.y day on tkz nadio OA on 
ihz tttzviiion izt, I izz an zxampZz o(, i'^zasJJ.nQ zn- 
lightznmznt. RentenibzA when Anwaa Sadat wieu) Anab 
nattom out oi hit zontoAtium bzcauiz thzy vjzaz tAuing 
to intzA{zA.z iMtk hit oppoAtantty to bz a pzazz rnaUzA? 
That wot hzavy nziM,. Jt it not zomon to tzz a pznton 
who it, titZAotty to aZL intzntt and puApotzt, a dicta- 
toA o{ a vatt, vatt nimbsA ol pzoptz who tioz incAzdib- 
tif Atch, AztouAzziwitz, and hauz zvzAy inzzntiuz to 
ittzk togzthzA tn thz tzntz o^ tkz OPEC idzntity - an 
oil pAoduzing nationt idzntity, an Anabian idzntity - 
pulling thzmtzlvzt apoAt ^OA tomz kind o^ a global 
falAnzti OA global undzAttanding OA global pzazz. Thz 
\aQt it zuzjiy day wz'az zatzhing anothzA SpiAo Agnzw, 
and zvZAy day tomz zhaiAman tomz uatt zoimittzz it 
tuddznly Aztigni^, oA tomz zhangz it taking plazz. 

Some dinotauA dizt iomzplazz, and thz whotz tyttzm az- 
ikii^lzt. I would bz zuAlout to know what thz hell thz 
Vice PAZiidznt hat been doing. Oua pAztidznt pAomitzd 
ut hz wot going to utz thit Vizz PAztidznt. Maybe it't 
thz AzoAganization oij tkz goozAnmznt. Maybz hz'i lay- 
ing tkz gAoundwoAk £oa tomz tketz pAomitet CoAtzA 
made. Maybz hz hat bzzn in {act a iull. poAtnzA. Maybz 
thit it what hz hat bzzn doing. 

WHAT DO YOU THINK ABOUT THE EXTENT OF COMIC BOOK-ISH- 
NESS ON TV? 

I think that populoA cultuAz. . . I think that when 
thzy bAing bach Thz Lonz RangzA at a big budget pizzz 
(at they OAZ doing], SiA Lew GAadz [and Jazk l;PiatkeA] 
oAz going to tpznd a f,oAtanz and. make a big Lonz 
KangzA, and now thzy’AZ making thz big SUPERMAW. I 
think all thoiz mytht thould bz taken to thz uiidztzAzzn 
ot thz video. I tzz nothing WAong with a ftund'ted 
tzatont o(i WondzA (ikiman, i{ thzy can think o^ tomz 
intzA-Ziting ttoAlzt that will let hzA bz SupzAman oA 
a ^emzlz vzAiion SupzAjnan. The mythology it a tittle 
iZim — oi UlondzA Woman — it't a little tfUmpy. 

WHAT ABOUT VIOLENCE ORIENTED SHOWS LIKE "CHARLIE'S 
ANGELS" OR "STARSKY AND HUTCH"? 

At thz moment, it itn't the violence in thotz 
thcngt which make them to objectionable, bzcautz thzAz 
it no Azal violence in thzAz. It't all iakz, iynthetic, 
ihooting coAdbooAd Indiant o(,£ coAdbooAd moantaint kind 
oi ttJx(i^. TkeA.z't a tzntz in that media at long at 
thzAZ it quality in thz pAZizntation. 

DID YOU OR BILL NOLAN ORIGINATE LOGAN'S RUN? 

Bill jait claimed to have CAzated Logan, thz Sandman, 
but Bill tzndt to bz a little gAabby. I don't undzAitand 
why he. it 6eoig to gAabby. It wot a iiity-iilty coUa- 
boAotion; wz did it togethzA. We ttoAtzd wlui nothing 
but a vague hope wz could get tomzthing togetheA, and 
hit pAZtzntiom that hz had thz act togzthzA in '67 oa 
'63 it utteA butlihit. I contAibutzd tkz woAd "Sand- 
man". I contAibutzd thz palm {lowiA. I mean, -cjJ one 
wzAz to ttoAt to decide what zizmzntt contitutz Logan 
thz Sandman} whoit it Logan thz Sandman? I think 
Bill't pAztzntion that hz did that it iutt tilly, but 
t don't undzAitand why hz't doing it, hzcauiz hz it a 
nice guy. 

DID YOU WRITE THE BOOK WITH SELLING THE RIGHTS TO 
GEORGE PAL AS A MOVIE IN MINO? 

Well, we don't have thz Aightt. Wz told all thz 
Aighti to thz moviat at ^oA at that book to MGM, and 
I don't think MGM it Aeady to finance anotkzA film. 

But we did WAitz a icAipt, and we may pablitk idiot 
tcAlpt bzcautz thzAz't no Azaton we cannot pablitk it 
at a tcAzznplay—thz oAiginal LOGAN'S tcAzznplay ioA 
thotz who might bz intzAzited in a tcAipt ioAmat. And 
thzAz it no Azaton why hit LOGAN’S WORLV oa my 
JKSICA'S RUW could not bz made into a iilm alto. 
ihzAZ it a chance that thz whole myth might bz AztuA- 
Azctzd, but I think not at thz moment. I think that 


at thz moment it tzemt to bz toAt a dead ittuz, and 
that theAZ oAZ too many people in the univzAtz who'vz 
tzzn tkz tv vzAtion and think it't ioAt of tAothy and 
not vzAy inteAziting and too zdtily unde/ii-tood and not 
veAy p'lo^oand. Tkeg don't think it hat any philotoph- 
ical dzpthi bzcautz thzy have not gone back to thz 
OAiginal book, which wot WAlttzn at a Pop-Op. A piece 
oi Pop-Op popilaA cultuAz. It wot oAiginally dztignzd 
at a movie into tv thing, and wot WAitten ioA money. 
When wz tat down to wActz a tclzncz iiction ttoAy, wz 
tet up a bunch 0|J dztign cAitzAia ioA what wz wanted 
to achieve, and then wz went up into a motel Aoom and 
itayzd thzAz doAn nzoA until wz had it iinithzd. Wz 
did it togzthzA. We did it at a iull collaboAotion 
with each oi ut oAguir^ oven zvzAy woAd and killing 
each oiJizA't idzat iAom thz iiAtt, thz vzAy, veay 
iiAtt day, and I jutt don't undzAitand why Bill hat 
done that. Why in LOGAW'S WORLD he made thz claim 
that lie had CAeatzd Logan thz Sandman, ’ouue I iind 
that, ii you want a one woAd ^eu.cew oi that, bulithit. 

WHAT WAS YOUR REACTION TO LOGAN'S WORLD . AND HOW WILL 
IT FIT INTO JESSICA'S RUN? 

Won'-t huAt a bit. li’'6 two diiieAznt Azalitizt, 
but to ii ToAzan and to it FAankznitzin. They' Az all 
diiizAznt Azalitizi. ABBOTT AM? COSTELLO MEET FRAWK- 
ENSTEIW It diiieAznt iAom THE BLOOV OF FRANKENSTEIN 
which it diiieAznt (/LOm FRANKEWSTEIW which it dlUzAznt 
iAom BRIOE OF FRANKENSTEIN, and eacA oi them hat a 
diiieAznt element 0|5 myth, and tomzhow it all comet 
togetkzA in youA head. ToAzan thz Apeman, who tomz- 
timet hat dank halA, and tomeXimet it dAoion by Ruti 
Mattning, and iomztimet by Beane Hogakth, and it tomz- 
tlmet played by Johnny WeltmulleA, iometimet it't a 
Aadio concept, and iometimet it't a video concept — 
with Ron Ely — but it't one thing. 

WHAT WAS YOUR REACTION TO LOGAN'S WORLD WITH ITS 
TRADITIONAL PLOT? 

I iind thz book dumb gznzAally--thz book LOGAN'S 
W^LV- -I iind it dumb. But thz chaptZA calXeR 
''Oeath" it bAlltiantly wnltten. BAilUantly iAzz 
atiociatzdly WAlttzn. I don't think thz itylc. o^ it 
OA thz quality oi thz WAiting it wAai maket it dumb, 
'cautz it't tllck and pAoiettional. Bill couldn't 
do anything <Aa£ uatn't tllck and pAoiettional. But 
it it commeAclal. It't dumb, it hat no ttoAy tine, 
and it dozin' t connect up, and it hat no undeAlying 
philoiophy, and it it batically tAlwial. That would 
be my conception, 

WHAT ARE YOU WORKING ON NOW? 

A iZAizi oi pAoj'zcti.. . JESSICA'S RUN. I've WAittzn 
an outline ioA it. ..a pAojzct called F&TURETTE, a ihow 
called THE MASK OF F0R8IWJEN PESIRE, a tzAlzi called 
THE GULFS OF SPACE [the pitot it called "Ezekiel" iAom 
the book oi thz Holy BihU): a book called SIX GREAT TV 
SCRIPTS ioA Ozll Books; a seAlct that doesn’t have a 
title yet, but batically is anothzA veAtion oi THE 
TWILIGHT ZONE, ‘With thAZZ ttoAiet: "VeMlin't VAzam", 
"Thz Vaiwi VanceA" and "A Cha^z oi HeoAt", A little 
shoAt iilm called FORRV FILM, which I'm making ioA 
FoAAztt J. AckeAman. A I6Bin documzntoAy I'm making 
about myseli called THE SCI-FI FAN. A novelette called 
"Thz God". A collection called VOUR MENTAL POWERS EX'p 
PANPEO . A book oi icAijiti and ttoAlet wUttzn ioA 
THE TWILIGHT ZONE. THE FALL OF BABYIDN. a movie and 
book done with Vennit Etchinson. A autobiogAaphlcal 
novel called AWEMFURES ON THE PLANET EARTH, and I am 
pAoduclng a iilm bated on a novel by A.E. Van Vogt 
called SLAN: 

■QOOO 

As one can see, George Clayton Johnson is a busy man. 

In addition to the above mentioned activities, he has 
run a series of conventions called Claytoncons, done 
experiments in Futurity, and has been fighting a losing 
battle against deadlines. He is an intelligent, self- 


educated man. Some readers may recognize the title 
“Damsel with a Dulcimer" to be derived from Samuel 
Coleridge's "Kubla Kahn," a posn which also mentions 
a domed city with caverns of ice beneath (sound famil- 
iar. LOGAN'S RUN fans?), but George denies any con- 
scious influence. If you want to strike up a conver- 
sation with George, just ask him about the philosophy 
behind a deck of playing cards, and sit back for an 
hour. George's favorite science fiction writer is 
A.E. Van Vogt, and I wish him luck on SLAN i That's all 
fol ksl 

Uniting Credits - George Clayton Johnson 

OCEAN'S - bcrchester Prod- - Feature film - Story 
George Clayton Johnson and Jack Golden 
Russell. Screenplay by Harry Joe Brown- Starring 
Frank Sinatran Dean Martini Sammy Davis Jr-i Peter 
Laufordi Angie Dickensoni Joey Bishopi Akim Tamiroff 
and Cesar Romero- Directed by Lewis Milestone. 

"Nothing In The Dark" [THE TUILIGHT ZONE] - Story and 
Teleplay by George Clayton Johnsoni 
Starring Roba't Redfordi Gladys Cooper, R-G- Armstrong. 
Directed by Lament Johnson 

"Kick The Can" [THE TUILIGHT ZONE] - Story and Teleplay 
by George Clayton Johnson, Starring EIrnest 
Truexi Russell Collins, John Marley, Hank Patterson, 
Earle Hodgins, Marjorie Bennett and Lenore Shaneuise- 
Directed fay Lament Johnson- 

"A Penny For Your Thoughts" [THE TUILIGHT ZONE] - Story 
and Teleplay by George Clayton Johnson. 
Starring Dick York- Directed by James Sheldon. 

"Execution" [THE TUILIGHT ZONE] - Story by George 

Clayton Johnson, Teleplay by Rod Serling. 
Starring Albert Salmi, Russell Johnson- 

"Dealer's Choice" - Published in Rogue Magazine . 

"Drum Dancer" Published in The Hilton Carte Blanche 
Magazine 

"Eleven, The Hard lilay" [ROUTE 66] - Story and Teleplay 
by George Clayton Johnson- Starring 
Martin Milner, George Maharis, Walter Matthau and 
Edward Andrews- Directed by Uilliam Graham. 

LOGAN'S RUN [Novel by William F. Nolan and George 

Clayton Johnson] Published by The Dial 
FV-ess, Delli Corgi, Victor Gollantz, Science Fiction 
Book Club, Denoel, and A-U- Bruna S Zoon- 

"Lullaby And Goodnight" - Published in GAMMA 

"Born Of Kings And Angels" [MR. NOVAK] - Story and 
Teleplay by George Clayton Johnson, 
Starring James Franciscus and Dean Jagger 

"The Birth" - Published in GAMMA- 

"The Flame And The Pussycat" [HONEY WEST] - Story and 
Teleplay by George Clayton Johnson- 
Starring Anne Francis and John Erickson 

"The FV-ime Mover" [THE TWILIGFiT ZONE] - Story by George 
Clayton Johnson, Teleplay by Charles 
Beaumont- Starring Dane Clark and Buddy Ebsen- 

"The Boy Uho Said No" [THE LAW AND HR. JONES] - Story 
and Teleplay by George Clayton Johnson- 
Starring James Uhitmore- Directed by David Alexander. 

"Take Pen In Hand" - Published in PLAYBOY MAGAZINE 
Article by George Clayton Johnson- 


"The Men Ue Love To Hate” - Published by Rogue Maaazlne - 

"The Man Uho Brings Back Yesterday" - Ftiblished in Los 
Angeles Magazine . Article by Uilliam F- 
Nolan and George Clayton Johnson. 

■"The Poolplayer" [THE TWILIGHT ZONE] - Story and 
Teleplay by George Clayton Johnson 
Starring Jack Klugman and Jonathan Winters- 

"The Music Kids Make" [KENTUCKY JONEs] - Story and 
Teleplay by George Clayton Johnson- 
Starring Dennis Weaver, Harry Morgan, Clint Howard 

ICARUS MONTGOLFIER URIGHT - Format Films - Illustrated 
by Joseph Mugnaini, Story by Ray 
B'adbury, Screenplay by Ray Bradbury and George 
Clayton Johnson- Starring the voices of James Uhitmore 
and Ross Martin- 

"All Of Us Are Dying" [THE TWILIGFiT ZONE] - Story by 
George Clayton Johnson, Teleplay by Rod 
Serling, Starring Harry Townes- 

"A Bicycle Like A Flame" - Published in Connoisseur's 
World Magazine 

"The Freeway" - Published in MAN AGAINST TOMORROW , 
from Avon Sooks- 

"The Hornet" - Published in Rogue Magazine and THE 
FIEND IN YOU from Ballantine 
"The Man Trap" [STAR TREK] - Story and Teleplay by 

George Clayton Johnson- Starring Uilliam 
Shatner, Leonard Nimoy, Deforest Kelley, Jeanne Bal and 
Alfred Ryder- Directed by Marc Daniels- 

"The Demon God" [KUNG FU] - Story by George Clayton 
Johnson, Teleplay by George Clayton 
Johnson and David Micheal Korn, Starring David 
Carradine, Rademas Pera, Philip Ahn, Brian Tochi, 

Victor Sen Yung and Michael Greene- Directed fay 
David Carradine- 

Updated list of current GCJ projects: SLAN (storyline) 
for feature film; The Nevada Game (a series of TV 
specials); Old Doc (script pilot); The Devil's Picture- 
book (a TV movie); Tomorrowland (a feature film de- 
picting a hopeful future); The Independents (a novel 
with Herbert A. Simmons); "The Edge of the World" (a 
script with John D.F. Black); a novel called A SERIOUS 
NOVEy and GULFS OF SPACE (an animated film animating 
the” artwork of Morris Scott Dollens). 








'are you CERTAIN NONE OF^ 

VOUR ANIMALS ESCAPED LAST 
NIGHT? THAT BODX WAS ONIV 
■ ‘'UNO TWO BLOCKS FROM 
'ERE WITH DEEP TEETH AND 
CLAW MARKS COVERING H)S> 
' NECK AND CHESTf, 


TM POSITIVE! ALU OF THE 
CAGES WERE CHECKED LAST 
NIGHT AND AGAIN THIS MORN 
ING! EVERY ANIMAL IS HERE' 



WELL, TONIGHT WE'LL POST GUARDS AT VARIOUS 
LOCATIONS WITHIN THE 200 JUST TO MAKE 
SURE. THERE HAVE BEEN TWO OF THESE WUJNSS 
A MONTH FOR THE PAST FIVE MONTHS, ALL 
WITHIN A HALF MILE FROM THE ZOO. UNLESS 
r WE CAN HEAD I 


OFF, THIS AAONTHS 
SECOND KILLING WILL 
PROSABLy TAKE 











NO MATTER HOW AAAW WARNIN6S 
THE FOLICE ISSUE, THERE IS ALWAYS 
SOAAEONE FCOLISH ENOUGH TO BE OUT 


Fin a way i'm lucky, not ^ 

I AAANY PEOPLE ARE ABLE TO 
TOTALLY RELEASE THEIR KILLING 
hNSTINTS WITHOUT WORRYING 
b ABOUT THE CONSEQUENCES.' ^ 




^ET SOAA^ 
MEN OVER 


ITS HIM! JUST AS WE ^ 
HOUGHT-A WOLF! HANES, 
^ GET THE RIFLE/ ^ 


HERE FAST! 



LNFORTUNATLY, SOME 0F\ — 
r THE POPULAR BELIEFS ABOUT » 
WEREWOLVES ARE NOT TRUE'T= 
. THOSE AREN'T SILVER BULLETSW 
THE POLICE ARE SHOOTING, BUT 
THAT WAS NO SILVER KNIFE l/J 
^KILLED THAT WEREWOLF IN 
^ EUROPE WITH EITHER! iBW^ 


HE'S DUCKING INTO 


,THE zoo; DON'T 
kLOSE HIM MEN] 


[THEy'VE GOT ME HEMMED^ 
HN! GOTTA HIDE! EVEN IF THEV^ 
DON'T SHOOT ME, I'LL CHANGE 
BACK TO NORMAL IN A FEW , 

’minutes in front of all / 

Lt OF THESE WITNESSES! / 


X^PERFECTI THE POLICE WILL> — v, 
NEVER BE ABLE TO TELL ME FROM 
VTHE rest of THE WOLVES/ 




